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■■■Bjl In issue ol (, me At liwrt 

m r aLc/honic/idcntitv ami its 

■[ ll3u. ll uHSU'p[> fl J S been 

HB prompted bv ilu- pndikr.i 

lion 1,4 rccetit films. waitings 
Hi and evenly both popular, and 

academic, cEiunaring I ruin the local and else- 
where. I'll is productivity has 4icfiEri.il mi <4 

"ddh.-rencc» M " mull iculiuial ism," fjii' .irul rep- 
resent tac ion" and "idc-miiy." While existing 
tjnoihu! cultural practice, theory, and criticism 
have conic under incense scrutiny, ihu upside in 
tins " mpE li re 1 ' is ihe dizzying sense thj[ new 
dirvcltnns fuse Ih.cu turned jnd shall nm, a* ihc 
uld jell ec anthem goes, he moved." In [he last 
five years, pan icuhrly here eei I oroniu, sume- 
i fiin p, has happened, and it a in t nn ^flivuur ul 
i he munif]- I fie manner m which contestation 
has been played mil in dilTereltt registers, across 
different borders, in tra racial and interracial, is, 
m say the least* monumental, These recent 
intense ^happening*" and enhanced dialogue are 
partially due to generational and immigration 
patterns and simple down -home racism. Older 
(■al ks haven t negotiated Jass mobility .is sm- 
cesslully as their childrens generation — most- 
ly "emerging" twenty-and-thiny-somet flings 
fuse accessed ihc culuir.it lerr.nn. 

Many of these shills have ktn rnotn.iied by 
the re- emergence ot ideniity puli lies {.in iniensi 
fled glofs.it pheno me non) and its mure extreme 
nianilcsi a lion, national ism, While in those 
i ii [el lee e lij I circles identity policies is con* id 
ei ed fki/iDitt with its tciishixtic celcbrjtinn of 
difference. .i Luiiiicer iiirraiivc which ljiiiioi 
ic cum mod ate diflerefRc ui Luiiiradic ciun, ic 
dues, di die same ci me, empower and sustain indi 
v (duals.. I fiL upside of diis single- niindidncss is 
l hat it generates the milial impel lis hit social 
in os 1 viilciUs— 1 flulgs gel dullc. See goes tile pjra- 

1. 1 1 ^ V . 

Just as the origin <4 utIuiiu t o e n c ides W i E h 
ifie heyday of imperialism* [he articles ifui t;.i- 
low conjure exciting new models for consider- 
ing i h e ci n e n i .i and its r a l i a 1 1 i e d effects. 
Symptomatic of the uncertainty of these tunes, 


putting identity, racial and otherwise in ques- 
tion > ifies assert, surprisingly, ihc thrill of possi- 
lull tv. I nterrogaring the "difficult" 4 sometime* 
painful) if averted arenas ol racial coiitesiation, 
these writings are unabashed tv “nut/ 1 opening up 
new discursive spaces, I hey manage i« bypass 
high moral ground while negotiating an ethic, 
approximating whai Siuart Hall has so elo- 
quently tailed lor. 

The fecerll rush lo "discover'" and excavate 
r.lce and represent at ion by LOllCeltled mtcllesiu- 
a Is dm tli siihalleril and while) a in I funding insti- 
tutions is unprecedented m Canada. Although 
Icmeb .1 ei d necessary, this paroxysm of m feres t 
and attendant ifiM he ui moa E i/at ion ol diversity , 
regardless of consuming consensual relations, 
belies an unde re urrent til anxiety. Wbik 
t r nr A fit nri might share eruhnsusTii and an abid- 
ing political commitment, the following issue 
share’* no interest in 'multicuki " special issue 
celebrations initiated (or paid lor! by the ’her- 
itage" exigencies of the stats', ( inrAttion is no 
ness comer to debates on race and representation 
and we seek to continue this forum, In this sense, 
then, this issue is not special, while Us content, 
the il luminar mg pieces collected here, remains 
resoundingly sm Race is no "issue." 

kiss Banning & t>asid Eujiw.ira 

Speeuf ifwtiki fa Piti tianuittg ft*r fter tissiitnnee. 

/ u'tfhU like m wish fit nine Mareheiumit the he&t 
of in i k iff hrr motr ft * Matt t real. A lumraAt in 
praromtivenrii. /vr i'otttri&totfot} *ti d ntetnlter of 
rhe (j nt A* if on tolhttur ovtr the ftitn hu been 
iin aiutthie. Her mhyju. imtmntr timf iwnmttnteni 
n 'if I be yreittl y m inrA ( K - 0 . ) 



llir lime o I piihlii'iiliiiii < iiiuida'* mo"! 
rlieri-lied film rrili* - . Jut Hr<»n died -iid- 
tlcnh. Ilie new- of Jin’** deiUli lirin^ inlo fm-ii* 
oil our hi**-. Ili- ll I H h mi ‘"- imI ii ^ u mentor* a* u 

mile ill w Lt'li eilur^. si* u tlemr fi< k i|iiiiiiimiirt*« 

\ ii frit* nil onn k re mirkriL lir "si*. tti u*r si 
rlirlie. II M |lrii|ilr [M i rimL 1 li Mime limn til*- llr 
mi*. ■! rr^red fir*! -rule writer. hihI |H*r»oii* I ikr 
roil n I It* other** hm 1 in i til siroimcl 1 1ni" sfhihr* I 
jiii griilefiil for lulling kntmu liim . He *lmll ml« 
him. 
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Snow On ecu: 

l)iriM l«r's \ol« s on tin* Making of The Attendant 


In I ii lion 




T lit- selling for mv Mini The Attent&tm ducsu i 
stem It n in i hi - subject m tiuotton. a hLuk 
museum attendant, bur nrher, its piinl nf 
departure [\ from j paininig hs I , A. Kurd. .1 while 
h tench paimer, who creaied 4 Mrmun niiu'tccnih 
Ltrmury painting emitted “Scene 011 1 hr l!iwt of 
Africa." I first umc across r h is painting in iIil- 
W i Ihcrfurce Museum in Hull established as ,<ri anii- 
slavcry imiH-um in honour of Wilberfnrce, 4 linn mis 
white abolitionist who worked .ill his life against 
slavery in Jamaica and I ngland. 

I he [ia i it ting tontains several hi him ax ih.it nar- 
rate i he hisniry ol slavery ami e 3 cpFnjt.it ion during 
colon 1.1.I e * pi 1 ri s H 1 n I he pa i 11 1 i ng de pic e s 1 he hi. 1 s i 11 g 


and the selling id black slaves. Mack men being 
whipped by black men. under the order ol ihe while 
master bartering over bias' k bcdics. I he images in 
this pa i ruing signify the s.nf and tragic symbol is. 
story cj| enslavement,, the tears ami fantasies project' 
ed on 1 lie Other in the practices t»f human brutality, 
idtimjldy lor htiamJal pmhi, I his panning. “Scene 
on the i 4 last nf Africa,” would have probable made 
ihe white European boil rgenisie i]uesik>n the vinlelH 
enactments of the t ivilj/mg mission" of industrial 
capitalist expan sin n which is haunted In ihe rrau- 
matic and ineradicable memory nf da sc impeTialism. 

I fie images and signs nl Whips" and "chains" in 
the representational strategist and prat rises ol S/\1 
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in my film have t'K.-t-n borrowed from ihis colonial iconography ol the [nim. hs re- fashioned 
apparatus, (i.e., rubhcriMtion, polished surfaces* latex, and fttriixhcd nwal) becomes a vexual- 
ired st yl L/* li ion of fetish coding (or cEil- queer body fetish iron become rubber, Ibis past 
o( j si jve imperialist iconography is re-appropriated and repnsit ioned as pan ol the design (or 
new transgressive queer body culture, To try in "fix" j queer S/M practice which borrows 
these signs (ul whips and chains} is to collapse them as a continuation of rim colonial prnjtM, 
and to mistake the “cheat re ol S/M" as i he desire of a politically cortex! manifesto devoid of 
fantasy. Desire and fantasy are often transgressive in these sexuali/ed ritual jus of S/M 
Ikx j use ol i he way fantasy structures the scene. So could not the fetish dave bans! mimicking 
the metal collars worn hy black slaves which enacts this colonial memory be rejd as some- 
thing else, namely, ik unspeakable masochistic desire tor sexual domirucionf li s noi the 
same “ihen* as ic is “now" because surely in this post-colonial moment, black queers should 
have the choice whether or not we wanl to perform the rak$ of "slaves' or masters in the 
realm of desire jntf sexual fantasy in sexual practice. So, Tor instance, if a black gay man was 
to participate in such jn acc. for sexual pleasure, would not "the representation' of interracial 
S/M lx L read is a parody in the queer context of consensual S/M by its w illing black partici- 
pant^ Or would he/she lx moralistic illy read into the cheap sociology of a pathological, racial 
self -haring discourse? Ur, alternatively, could the representation of interracial S/M be read is 
j practice of racial and sexual dynamics, which scoptcally displays the ctnies of a ha no nun 
masler/stave dialectic — stimulating a transgressive simulacrum in fantasy, which both paro- 
dies and disrupts the codes of societal racial conventions ol power? Or could the represent! 
lion interracial S/M Ik 1 read in us t In bed reverence lor formal power is what the letish expos- 
es in in S/M context? As Fat Califia has stated, “the staging in an S/M context [of] the uni- 
forms and the roles and dialogue become j parody of authority — a challenge in it, a recogni- 
tion ol its secret, sexual nature. 1 

t hese are jjLJ^c some of ihe questions ! asked myself when making ihe Attendant (Fm 
dunking particularly ol the artendams own uniform). The other themes that influenced me 
nuking i lie film were sex and aging in she erj of AIDS. Had not the HIS's and the VK> s 
through the AIDS crisis made us more aware of our own “dtaih drives and our bodily limits 
too, hence the rise of S/M practice? Does S/M nor make the image of safer sex sexier? 
(Madonna seemed to think so in her rather tame hook SO 1. 

In making Tire Aitnutint I thought through these questions, riot because I was an S/M 
practitioner mvself, hut Iscciiise if I hid any wish to become one in the near luiure, this 
choice would have certain ramifications (or my own sense of self, of identity* in relation tu 
the scxujI construction of the black male body — the “baggage of slavery. Also, it would 
presently under British law, since " flu: Spanner case" ( 1992), possibly lie an illegal sexual act 
writ ft the likelihood of imprisonment. Well. I suppow it made il a more sexually transgressive 
act (I m thinking particularly of (icnet here, bui only academically). I he “Spinner case has 
made S/M into a quest ion ol basic civil rights in relationship to ihe policing of sexual prac- 
tices in the gay community. It became embarrassed by ils own ideniity/Odur, Jn turn, the 
vcry r notion of respectability was king used against gays by the law and thus undermined its 
queer liti/unship from within. Wasn't this a i tack indeed a direct backlash against gay people 
which comes out of the AIDS crisis, I asked myself. 

1 lit t aJifu, ’l nto'dling rh* Sexual Ffinpir; A Vsm Sn.lv i ►! I csbiart Snnalm 2 m Uv .-Uimjw. jjiJ 

! h ji tliliiij. AAc/tt S/uit. f-nnit fa iwtf L Khion: AJyw.ni I’uMrcjiion. l-JHHi AIms quoted in Jcflrw VxirtJjjy 

,ttpj t. Jrtrf t \ta/£rr7r Sn Mj/flifi, E Ki mdc-dyr. p. 2 th 
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Tin* SpaniKT ( n*v 

John Sjva^ w rile* in the 
S untidy O&tetwet Afagazsnn 

On December 19ih. 1990. in a judgment 
described variously as "illiberal nonsense" 

( limes) t as setting "disturbing precedents" ( the 
Independent) and as “wide and worrying" 

( Liberty, civil liberties group), five middle-aged 
gay men were convicted m the Old Bailey under 
i he 1 Hfi I < )FFcnecs Aga l n * [ t he Perso n Act . lor 
assault and aiding and abetting assault. 

What [hey actually did was to engage in 
ho m osexu j I . sadi 1 - ma soc h ist ic sexua I p fact 1 c es 
which, all hough on occasions extreme and cer- 
tainly not ro many people's laste, were consensual 
- i.c., [here was nu coercion involved and, until 
the judgment* ihc practice was not thought to be 
illegal. However, in what is now recognized as a 
test case* Judge James Ram ruled that convent 
wav no defence ro ihc charge of assault in this 
case, and ihai the acts were injurious ro the pub- 
lic good. The principal precedent was an obscure 
] 934 cave* where a man wav found guilty ot 
assault when he caned a woman for the purposes 
of sexual gratification,' 2 

1 .o rd I a n c . the I ord ( ’ h id | us e ice w ho hea rd t h e 
court of appeal for the Spanner case in Match 1992 
concluded. “The satisfying of the sexual libido docs 
not come within she category ol £m/ P reason It 
has hccti said. and here I quote Imm j brilliant essay 
by Anne McOintock on St M, performative prac- 
tices of the trial jnd ihe ritualistic staging «l S/M 
have similar codes for different ends: In terms of the 
role ofihr (straight) Dom matrix and fudge: 

., r M Fciish elements are common to I m it h : the- 
atrical coMumery. stage, gavels, whips, wigs, 
handcuffs.,.! he interrogation, daiiak the confes- 
sion- ...Warnings arc given, sentence is pro- 
new need and execution takes place. Only then is 
the logic of pleasure and punishment reversed: 
the [ri jl displays illicit pleasure fur power and 
punishment; S/M displays illicit punishment lor 
pleasure and power. The trial exists to produce 
the sentence of rational Truth, while in S/M 
Truth becomes orgasm, and the word is made 
flesh. -S/M thus emerges as a private parody o| the 
public trial: public punish me HI convened to pri- 
vate pleasure,.^* 


This is povi one of ihe several theme* ihai inllu 
eiucd my making of /Zr Attendant I he Spanner 
(’use Ruling, jv ][ rs now called. his effectively tight- 
ened legal control over the body; bur Richard 
L Ja s e n po r t - H i n ev h as w r l e e e n in Sex, / h*tlh ,i fid 
PurtfdfmeftL in the post ihe construction ot 3 nglbh 
qualify since the Renaissance hah always used con- 
tagion fears (similar io the curreni moral panic 
around sex in the AIDS crisis), where sexuality is 
regulated, eroticism repressed and social conformity 
eejuared with health; so ihe policing ol S/M sex 
should cuttle as tso surprise in Britain. But it this is 
[lie case where are black gay men ro m and regarding 
this? Do we reven io a similar kind of moral ism, i.e.* 
black gay men should not practise S/M, or are the 
privately silenced questions ol race and slavery Eo 
re mam always it) erasure when discussing or depict- 
ing representations of S/M in the public discourse 
aboui queerness and ihus he kept in [he closet? 

ITie epistemology of the closet is one of live cen- 
tral [liemes of life Attendant : Black popular culture 
like while popular culture wants its subjects io 
remain in it. But for the closet to function in black 
society you always need an alibi* a marriage and in 
ihe cate of closeted black men, a heterosexual 
woman is used ro complete [he alibi. So the black 
wo ma n i n / lie A ttendant symbol ic all y plays this rt lie . 
She is the accomplice* die knowing participant and 
partner* as ihc unspoken agreement m made and 
sealed in a hclcm-fcUv As a conservator in the muse- 
um she too has an a in bivalent, hut intimate relation- 
ship to the construction of whiteness and art in high 
modernist culture- She knows she is ironically 
placeil; her relationship io ihe history of Western art 
would have been a well-read tine. Alter all she does 
attentively and carefully clean nineteenth century 
frames tor a living. Somes lines she caresses ihe heads 
of white dead kings. High culture is the living dead 
of whiteness. 

The o|x. ra in lire Attendant i lanlaxy sequences 
situate* ihe conservator as a kind ni dominatrix fig- 
ure: as she applauds the attendant s singing her 
revenge and pathos is projected unto her husband s 
fate because she resents being his alibi. I "he rhythm 
of the whip lashed in a forlorn fashion is heard it) 
the rhythm of her clapping. Where there is a closet 
there will always be bitterness and abject ness due to 
[he repressed desires ol black societal conservative 
family values which produce silence at any cost. 
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Tin* Sil(*ii<T Of lii(< k iios 
In Itliirk ( t >ini‘r l*riidin‘ 

One of the unspoken economics i>l i me Traci al 
desirt m we irk in the signifying practices ol gay ad 
uirjl }muWnmi ol, say, the photographs ol the laic 
Robert Mapplethorpe or the photographs of. jointly 
auihoured. rile laic Rutimi hani kayodc and his 
while lover Alex Mini, or ihe black gay photography 
ol L yle A&hitHvfiirri^ or Isaac |ulicn\ producer 
Mjrk Nash, who is my lover and collaborator on 
Lookup for liingitoH, or Marlon Riggs,. rhe director 
of Tongues Untied, is that we have all been snow 
queens with the exception of Mapplethorpe, who 
w as one hell of a dinge queen 1 That's not to say that 
the economy of racial desire is always fixed in these 
direst ions, but irs this cull ure we have all grownup as 
snow queens, straights, Jh wl- 1 1 .IS whiles (queers). 

] he Mask queer snow queen draws io Ins or her 
attention the way in which Mask dtsirc (or die white 
s li bj l'i e m tine sl op k register does not necessarily 
niean thai one Ivcheves one s self to lx- p.uhaiogiied 
around one's own racial identity. In fact, the 
upholding ol black idetniiy as it is culturally con 
sir ik led in its essenii jiisr mode is dependent upon 
an active avoidance of that psychic reality of desire. 
However fixed die ideas jbout racial differences arc 
in the cvsentiaJmng practices of black and while sub- 
jects in their everyday transact ions, they are all medi- 
aiaied by the sexual and racial anxiety which is inter- 
nal m every person /subject — the constii olive sexual 
dependence upon the Other, which is based cm the 
consisieiu denial ol the Other within ourselves. 
1 he ref* s re, t he Other i n \ 1 i rl o ri li i gg s pi > we r I u I 
video Tong wry i/ntied is the "white gay subject. He 
explains how he was caved by a white boy with HI us 1 
I'yes. this then Incomes a curse. Here, the epistemol- 
ogy of interracial lies ire bvconus a met a -disc nurse m 
the form ol "gossip.’ 

"Oh did vou know dial she lias a while Inn friend 
s|tll, so flow can she talk about tnl.uk Its ell loving 
bias k men as fUr fevol U [ lotiaf V Jet. Lo have 
remained closeted on ihe subject of inicrraci.il desire 
his its dangers for all snow queens. I am not talking 
about these questions solely in relation ro i he pathol- 
ogical inn ol iiiEcrraci.il desire as constructed as objec- 
tive at ion in jungle Fnrr, bin rather of interracial 
desire as a transgressive .ice of affection. I'ruM is die 
Ik nidi tig necessary in interracial desire, as in S/M. 


Thv .Mir/iiiant 

I his vidcn/tilni wa> nude for 1 i in e-code. .1 l ] an- 
t uropeJEi art scries, which has been running for several 
years All ihe pieces in this series have uidi/cd the 
newest forms of video compiler tcchrtningy; m f'/v 
yUirmlmt \ case 1 it is digital I’M. I here is no sjMsken 
dialogue m the film, .1 condition ol all the hi ms m the 
senes. I lie theme this year w.is called "Double L.ives. 

Id return lo my own him is io enter into the his- 
torical construction of the Mlcscueu as the bastion, the 
high 1 . it add, of colonial art lI . ids. hi this [Kisi • colonial 
moment it is flow U1.il k aitendancs (the unspoken sub' 
jeci/ohjeii of most museum installations} w ho always 
gu.ird the works of high art and colonial am facts .is 
well JS nineteenth century pointings. 

Inspired hy the painting "Scene on the < 'ojst of 
Africa" the ga/e and our scope relations are re-repisi- 
c ioiied shtuugh the evo and fantasies of that marginal- 
ly constructed subject ol the museum, the black closet- 
ed attendant. f ollowing bis gaze. we notice how the 
looking, relations become tantalized by his closet 
Queer desire, 

Hie auditory' pleasures of aural voyeurism are 
explored in The Attendant ax the attendant remembers 
his past as an opera singer. Here is evoked another 
scene on the coast oi Africa. Puree tl's "Umem of 
] lido" (Dido is abandoned hv Aeneas I is ]H Thinned to 
the transgressive, iirisp'jkalile talc til m [crucial desire" 
lii t ■ reek mvthnlogy i I he Odvsscta the setting for the 
opera is l art luge. so Dido was more than likely 
black. Here the gender roles a tv switched and ahjee 
lion bes runes the jiicndanis new identity as he 
Laments the passing fantasy ol his white male visitor 
and his own mortality. 

But humour is never far away I tom this abjection.*' 
In /hr AurntLim die irony is always evinced by 
cameos from Stuart I lall and I lanif Kurebhu as well 
as Jimmy Somerville as a tijxx-Lxt ( upicl \xx again. Joy 
is never very lar a wav from joufuiiitct as mourn mg is 
never very fat awav from abjecTion. Out black qiieet 
1 x hi ics, kxWiU' tKJf sties lor resistance. 

/ /71 {if Ik ii iti frj T'frt ,f f Tht Queer Stir 1 ( t>ufrmn r ttt 
/ wmj/ftf. Apr if / W. i 

- 1 V in ]h ilhEii \jv4pc. Sri jIIlI MjCTVldiPm" m ibc Sw^j^v 

Mtipuine* Ni»v. p Sll 

' llpiij 

1 Anne Mit timcnk. "MasJ rs* Oidtr t imimnnj \f\t jrid 

I ic-iii.h'9' l p i iw-fi'" in / tjrXjf / wnub U "irWrM. . i'ftm&fTtipin. I'eur F rtlc. 
I p anidj t hurch (iibi^n. Huma tiifiAisn. (Inniinn- 11 E- E 
hilibwHin?;. IWi. [P. 221 

* J nr dirtmcs ab|iMMn pleax - *> tjij; I iimwn u l. Alpfis, t" m 
Kc|HihEi>hj jrid tlmrr in Ami/Tk.Lii .Arr '■Nt 1 -!* Vi irk. ^ hiuivv 

V^2\ p Xs Kl” WTilfs.^TuNm U-srs likL' jii|n£ IlLl'iiUIi 
LJ liliniA S M JhJ Uli^hgc Eli! Vuhvi'tE I he MCIH hn lilfci »r|llfci JlBi, It, Ji, 
iiIl^p iH 111 null itjIuiti,-. Mi live ot jU|filHin IkL tl' KlpIJcpws Ehal ■ 't 
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C nnTrni|Xirin' num lah h , 1 seen as iin praclic al/dn 
s. ur-.iv c mUuc vsr prcvipitJtf of Oo kirtialini . die 
pi lu e-i-i by which i he Kur^pcirt p>wt'ni mapla riled 
^ItkmcniA iii distant lerritorievL ti 1 1 1 in atcly reaching a 
jhPsiiiEtii of ftimomic, milkin'. political and hiIiumI liege 
nn>ny in much oE Aiii. Africa .11 id ihe America^ ^ 1 1 1 If 
mu j rmu|Lich wwitti phenomenon. ,irid while not hnur 
iii up the HHphpni.il situation Canti-semiliim lx 1 rig .1 tlv ill 
piini), racism has haloriaily been both .111 a II v and dlc 
partial product ol colonialism. Hit nuM obvious vivtim% 
hpE racism, iihie coirtcidenfilly, arc those whose hJemity 
forged within 1 he colonial cauldron: Africans, Asians and 
Native Americans, as well as itliiw displaced by colonial 
ism: blacks in I he LhS. jrid South Africa. Admits ami West 
Indians m tirnit Hrii.nn and Arabs in France, t'ulonialixE 
p-Lilture imagi 11 cd. and helped construct. 1 rn ppc-j 11 sriise 
h *1 superiority Eti 'lesser breeds wjihiMJl [hr 

law.“ Wnhin the “hierarchy id races," as i. .ilhen Murray 
put il. some nations "will direct and rule the snlit-rs. jrid 
the lower work of the world will he done by the lower 
breeds ol men."* Such itliprriuLls pmttHnfMmftttof ikI 
ixiumjtii superiority exemplify Albert Mcmmi s iLtini- 
t km of racism .0 “ihe generalized ami final Assigning nl 
value* to fell nit imaginary difference*. eip ihe all users 
benefit and .lE his victim's in order lo justify the 

former's owtl privilege or aggression,*' Racism as in Jtti 
rude is ill Lis anchored ill nuunil stmciuro and embedded 
in InstHkriLJil relations nl power. It is above jJI a svx ul re Li 
turn, tint reducible 10 ihc ravings ol pAihiilngjea] nuniM. 
In lict. Mem mi's definition . premised on j kind of one- 
on-one eniuunier hflwmi racisi ami victim, lines Unit E llLIi’ 
account lor more indirect* submerged, even “democratic" 
forms of rat ism. Since Nikm is j complex luer.irt iik.il svs- 
tern. ,i structured ensemble of mk ijl jihI j nstitut LonaJ prAt.- 
lices and discourses. individuals lIh K run hive to actively 
practise racism in lx it* beneficiaries. Racism is both indi- 
viduul and sysremu, iriu-rwDvrn into the fabric of the 
ukmI vyMcm as wvLE as H pE [fir psyche. Er is at once pi rid 
ingiy quiHiidian and madden ingjy ahstract. R.islnr than 
being merely atliiudiewl. it is an historically coeilmpent h 
institiLENMul and LjiuLifvive apparatus tin Let! to tlic draxti 
sails- uiu-H|Lia] distribution uj tfkouirces ami opportiiiiilies. 

A recent ‘‘Toni Bmbw Report" l April 1 W. 1 ) l5 n ihe 
\Lih|esl of immigration rctleics the wavs in which racist 
and l nli Una list discourse snhtly permeaies the contem^^ 
rary nKslia, S ui urn] into the panoptical g.L/e of the liorder 
[silicc. we accompany otViLiaJ eftnits to caleh "illegal aliens 
corning from Mexico. H tri ihe greenish lighi ut xunei llalice 
sameras. Wc- see ihena niAking thear way over Icmes. .iLtswv 
highways, through cracks. I he portrayal suggests a kind o| 
ineradicahle vermin who prolilerale like mite arid Ate post 
as difficult to siontp out. One of "them appeals hnclly. 
mu 10 explain has pcnpctlivc liut only to say dial they will 


keep coltling hack, thai arroi and expulsion is no obstacle. 
I here is uhp hisnprkiraiion. no t-s planar in in thai the entire 
area was once pan nl Mexico, and that nianv f.hiLanos 
arid .Vie cleans regard it as pan nE a iransl^friler nation. 

W y then niHPVr m New Ynitk. where a bliik Oominrcatl 
riialu rrpins on the high levels of crime in ihe neigh 
huurhcHuf hr vervesi he nails ftsr more " selective ' irnmlgra 
1 inli Alter hearing about die “had" ethnics. prcdulahU 
hlac k aiwl laiinip, wc nu-er [he “good elhnic^,' tins time 
Russian lews wIihp work hard, do not tompl.im and w-Iihs 
arc drr r>' iprcH. la t is e ol America's gilts to ill rill. Ihe 

vHUe signs shift valence according 10 an ethnk himrclo 
Hh he bh [ huninicans .uni Russians are shown d.mung. b>l 
example, hut only with the Russians thx’s the sidcc-stwci 
“anchor" the darning as a sign ul "fmr fit vtrrf. " I hell «c 
nievt another "gHNkl ethnic," a Korean businessman who 
“teaches discipline" 10 young blacks, who praise ihe 
Korean lor improving then neighlHvurlliKid, I he Koreans, 
we are told, work long hours, respect their elder., and gv 1 
ahead, hut 1 he i r success causes fCwrmmcnc, It oven die law 
Angeles rebellions, sve suspect thai Micks and 1 at imps 
rnighi he the resentful ones reJcrred lo). I hfee white male 
“experts" address us: one, .1 liberal, ifgilcs Enpr mleranec, 
the other I wo argue for greater foirkri veness, Ihe few 
black voices in the program sf»e,lk up. IH*E their com- 
munity Ihli rAther lor other communities idle Kureand or 
Inir striLic-r immigralion fkdicy; 130 intle s|x _ akc up lor the 
blacks, Not a word alxnii racism, jhmu widely divergent 
histories and rdjflkms to Colonialism, saprralism, slaserx 1 , 
immigraliufl. bul win - tlix's ibis scenarki seem familiar' 
A tnoniem s reflection rein I lids li^ tbai we are hearing 
echoes of die Dili century ^hierarchy of the raves ihrory 
Jese loped by such thinkers a^ I legct, (inhintau, and 
Renan, now embeddfll Js "evil Elite of poverty ideolirgs 1 . 
hor f iobinean. blacks arc on die lowed rung, incApahk- of 
develop rucnl , while tile selhpw lAvr k superior l«i the 
black. I ml still passive and suwepnble to desfxnism. Ihe 
while race. charaaeftJed by mceitigcnve, H orderliness and a 
lAile for liberty, occupies die mp j-mkoikhi. f or Rvn.in hxj, 
blacks (akmg wilh illdlgcUoLO peipplrsl Are ai ihe hoiiom^ 
wiili Asians as an ’’intcrmediAie rAie r " and white 
l tirn|xaris ate again positioned ai ihe top. In the BroLiw 
program, die t|ua lilies pinsiied have 1 hanged (ihe Asians 
are no longer passive but raiher hardworking^ few's, once 
tile object id ami-semitit hosiility- have Ix-irs pronmud). 
yel ihe ha\is hie rare hiding niechanisna remains in tad, 
White wipernirirv o an Pi mi much asserted as assumed and 
llornull/ed whites are die objective ones, [he experts, 
the UIHnni rovcrdal ones, those sclm cause no problems^ 
thvrcc- w ho judge. 

Ill a system iv ally racist society no one is exempt from a 
hegemonic racist discourse, including the s iciims ol 
lacvsiti Racism aho “Etitkh^ down' laterally,, opprexied 
people can relay ihe hegemonic system by seajx'gtijting 
nine atioihrr "sideways," uEiimaielv lx ne hi ling diow at I he 
mp Hhf the hierarchy. Since racism is a discourse as well as a 
praxis, a member HiE all oppressed group can a I us adopt the 
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Jiccfiurve: the anti -black black, [Hr self haling 
lew. I idler's Sfnn’Jt i orrtfJtrt dr^maiiulK M l$es 

1 li i <w phenomenon in rht- form nl jii jaivine black ibr^ilcr 
vi lin fancies h i iiiN.'li i hr leader of [hr K li K li i % Rl.ui. I he 
l ■ c ni u n III in U ft hi ngf r .« Xififtt. s i m L 1 .1 rl y 4 n a e ei 111 j 1 cs 
Jewish ^It luiirJ m 1 1 siudv of dir- hhiiPfk.il figure hpE 
ShtiP 'em 1 nger . a Merman Jew whu n-gj rded lews as the 
iiii,i 111,1 Cm hi ni evil . 1 I hut lii^our^ jiilJ rohniL jhta] j.i e m kii 
can sp| n apart under llu extreme pifuurrs mf a r.tLisi nf 
and htmiek ubiety. 

|l racism generate* cum rad ict inns in rhr victim* ol 
racism. it is in 1 levs umtrjdiLion' chi 11* own ii-rrih, oheri 
masking an jMrjtfbn to its own luted object. Obsessive 
den ignition carl mask a pfnriw itkntifiuiitin; rr|iuhiim 
cJtl nwrlav desire. i-fttM Km. in. thr puiioiuic anti-wmi- 
Te, dmiid Ins hie tv studying thr s-ime Jewish religious 
culture ihjl hr Mippucedls despised r l hr colon ulisi fau\r. 
alsik, obeli iltUghles li 111 1 H'l I as k^icpcJ by jn jlmmi irre- 
sistible overwhelming attraction. Here is .111 anonymous 
writer speaking ni die life of the British in India: 

|r is in rhr religion* atnuwphere above all ol India 
ihar the I Elghshmail leek himirll to Ik- moving in a 
my^ftfioih. un retired world, arid this feeling is thr 
eventful romance. Mr dices well lo revisr thr sc-iJlh • 
Non which thh atmosphere rteni^ upon thmc (on 
curb Ml* .iEhplh h. I fir h I t^l t^li in India are wise to 
surround fhent*dves, as far as dicy tan. with l.nglish 
Jinnpsphrrr. and to defend themselves from dir 
nugu, ni the land bs tp^rl. games. lIllIw and the 
chatter ipI 6 t>h irtl^irinl gnls. arid by tjirlv regular 
aiimdaiui- 11 duirth.^ 

I hr .1 1 rn l 1 s i l li 11 1 is pro pi ►sab f o r m a i n t a i n l n g on e s 
I nglishiiess 01 1 he fare ni tempi at tun. reminiscent ol a 
fcirjtlrnasUT s ail vice Up Ihpvs ori boss in avoid masliirba- 
tion. is expressed m a language ol pssebn. defence against a 
threatening Hypersexuality . oen [Hough ihr subject ol bar 
is rt-ligiuiL. 

While ambivalence has been usefully J 1 wussed in pv 
chnanalyiie Terms, n is a|sn important to lirMoneire thr 
run inn. At rime*, racism tan iirtlsiiiuir a d wguised form ol 
genealogical sell- reset TliHtl While huNijieatl wiukers in the 
[ ! .V. fur example, came H> fimstmu the filask I^^pulation 
as inhefijted iru afnaimos of a permissive, ernlit pn r iiulus- 
trial past bsnh ^oruecj and liHiged loF. ™ I' ngli\hlm-n and 
pmiit-minJrd st frlcrs in America. ' as i icnsrge K.issi L k puts 
it, “met the \i l-st Air ic an as .1 reformed sinner cneels j 
comrade of his pretiiPLis debauc hetrts/'^ Ihr pirattisr of 
"blaLkm^ up fur rc.-lwlliiPiis ami riotous atliinns (directed 
bsrth against authoriry and sometimes .igairot blatkO 
rncodes di i t juibi valeric r; Hljtked up maskers “both 
admired whai they imagined blackness to sVltlbuJtrc a nil 
li.iied them selves for l3h pi rig vn. I hr snie.it mg vniit 
o\ c r fc he body was the lii-iigfn srf “pi plynurt plums |vrvervny . 
an infantile playing with excrement of diti ihr pnl.ir 
4i|^.xnite of the anal renmriveness nsuallv ialed with 
aceumulating eapitaliM ami proiL-sianr ctllrtlfo." K 


It it sometimes more revealing, dien. u* aiiabve [fir 
Hem>tv|xr than to des.i prist rm 1 the ctereoType KasialaEEi 
tudes are mult dorm, lissnn-d, even sc Hi/ophteli it 
f liroped ns and f urif-Amedcans witfi niulric Llhutal kllio, 
lull Lit tacos, f.i laft 1 .iml ehow mein, sometimes have 
mom k nl L let a I 111 1 1 id s. Rat 1.1 1 a t e i r udet are l 1 pii e radit ti if v . 
die point W' i rsg not that these “con t rati it [ions’ ofler solace 
fur thr s-ktirns ofl racism, hui tmb ihsi the smt e against 
racism must take Heterogeneity into jLiiHim. In wfiiie 
dominaied wvieties we find a kind of whiionhrenia: the 
same durn in.int lociety that adorec African Ansefican 
teldbnue* like Oprah Winfrey. Whittles I loustipri, ] Lithe 
Mutpllv and Arsen u » 1 1 a II expresses rampain paranoia 
U>ward die sip called "underclass" itf inner-eity votnh In 
Eatin America, llir same white elites thai proudly intoke 
their " ISlest 1 culture sSe.wJfastly relnse 10 enifuiwer the 
mesd/iP rnah-itily t fills very real LLiltitral “victories 1 * can, 
mask pphricid ddcats 

W-El ism tihrn [ravels m gang^. Jcurtllpanied hy its Hud- 
slit** w-xistn. cUssivru and homophobia Nyslems ol s<pi.ij.I 
SE raid lull ion thus get cu^HTimiiotid on ami internet wiili 
iPiir anirther. in wavs Ht»[h coni fad itlcrry and mutually 
rcinfi>rcirtg- Racism tan fie s-irulmt and n p'l kit. or subtle 
and l anumtlaged As a hisiorical pruduct, the causes ol 
T 4 c ism ate 4 t once rcirnomit las a wapegoaimg mec ha no ns 
I i nkird tn eximoniic resens nielli Lfcr opfHmLuiisml. ptyefus- 
hpgital I having to do wilh the project ions ol insecure, 
ambiialcrn or panicked identic Fed and discursive (nn 
bn us Ju,-rrl Racism ipflfts Us own perverse " pleasures : 1 an 
easy. lUKdrtKd fcchng of sitjx’f ionn<'. imagining onesell 
inniKrni, nt cementing gmup idem us on the fragile basis 
ol arbnran- inripaiby It ts [hew " pk’4sun"c n that explain 
why racism <,411 ipc t .0 in nails gn against the rat os A own 
tell i me rest . as when 1 ‘Ufo Ametkallv reject programs 
benefit i-af eh i them becauw they nngliE alsis help AfTic 4 n- 
Americ 4 iis. .Although racism Has a discursive dimensisui, 1 
would ailtl, it i\ run just 4 dixmatv 4 (wnlise prrxf is riot 
a thscOLUW even [hough diccoursei Inal' impinge on [he 


1 L^UHiEtd 1J1 \ [ I.. hiiL'J lijlUiin. iV.r. ijj' f »i jiliIm j^i 

t jmliiiil^L' I. ipi vc ru O' F h f fs.%, | L fH ■ -hit 
Albcri Mminik jf A /jpj l Fkninii: Beacon Press, RXftHj, 
p. I MU 

' I h 1 . lilrif W4s \> j’m.l! * ill a pLv in YtltndlLLJ SiiiImiI, rrimlctl 
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in t 4 >KH 
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S Queued III IklliEa I'lny. ik-luuvny jfuf Ih fa ujuttwi apt 

jWij in thr HrrtiJr ImAipnAtfvn fSSU $ r Jf tfl 1 be r Met dm versus 
ppf t jkfiprmj Pfess, pPJl. p lUS 

h ‘Sin- E 1 vi i-r^L" KjW k k. f-mm Suriffim'ri iff I *jf 
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dondun ’V t-rMi. JWJ 1 , p. MS. 
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tepresentahum and public perceptions of how polite 
prods are use*d. 

Within ihe translormaiiswial grammar ut cidimial -style 
tAdim, several mechanivnis stand out; \ 't the fsailms. ill 
drlic k’lmy , i.c.- the habit pi! projecting the CHplonUed or the 
racially sligmaM/cd a* deficient ill un^ of Tureipcail 
ni)rmv as lacking m order. intelligence. SCIluJ modesty, 
material civilization, even historv. Kacism also involves If 
the mania Idi hierarchy . tor ranking people* and ^ruha^ 1%. 
not only lor placing i Limpi'iiii jbnt nofT-T.iimpcans but 
alto for creating imaginary hierarchies among ncitl 
Turopean gie*U|ic (/ulus fiver Huslirnenf and tuliural pr.it 
tices: farming over nonudism. hfkk over (hatch., opera 
over jj// L mdody over [xrtuwitm. Ru i*m also involves M 
bkniiilft. <hi- victim . I h c pre x css w hit h hi j in e* \ ,i I p v i 
A meriuiist lot their own dispossevvion, the i truer city Uu 
its poverty. H-U Lsm also cut jib 4) th v ikuL 

oriza tio n ul life . which un like the form ol open calls hir 
genocide, As in these words by L. Trank Baum I the author 
of The Wizard af Ozh "'t he Whites, by law of cofkpjesn 
hy justice of civilization, jre iiuvtm of the Ament All um- 
r incut. and the lx*st safety of the frontier settlement* will 
he scented by the mi at annihilation ul ihe few remaining 
Indian*. Why not Annihilation? Their glory lia* fled, iheif 
spirit broken, their manhood effaced; better llut they 
should die than live ihe miserable wren he?, that they ate- 

The devalim/ation of lilt was classically Arid satirically 
expressed m (tuck h inn's response lo the question 
whether anyone was hurt in a steamboat accident; No 
Maain. killed a nigger/ Racism in ibis sense upefltc* 1e*s 
on the cerebral level of opinion than on the visceral level 
of ethnic m hi idanty and us/ them antipathy. the pronornial 
level of an assumed "^c " Ihe contemporary fjr*i-wodd 
mass media constantly de valorize ihe lives ol people ot 
colour. while regarding third' American life .is sJ^imnn, 
as when iht lalisnunie phraw "saving Ament an lives is 

1 n v< iked as a pretext tor miliury incursions in I hird 
World countries. 1 he same regime that devalori/rv iife 
then project* diis dcVa lufizatmn onto those whose lives 
have been de valorized. In the film ffrjm any/ 
tjenetal Westmoreland. ihe duel ad mini strain nnf in assn e 
killing during the Vietnam war. sums up ( )riefiul philoso- 
phy in the phrase "life has no value. tHis worth are puma,- 
jmsed vs it ft Vietnamese parents weeping insonsofably ih^er 
then |h hse children. 1 1,1 

Similarly, lilxral dbeotme, by loLLissmg mi the moral 
diltmnuv of ihe dominant group rather than on structures 
l4 i kpptessiLiii , also devalorizes I hird \^ortd life 1 1 I litis die 
H*s dixrimemary ( l*ear Am^rnrn frtirn frvm Item* I 1 ’ 
la melt is the “ffagcdv" hh! tht- Vietnam vs at. but only in 
relation to Americans. The final iniertttle rcgkiers ihe 
more ihart SO, 000 American war dead, but pjvw^ Liver the 

2 mi I bun Vietnamese war dead- Vopolla s Apm'diy/H* .Vue 

while also OKiul ol die “madness" nt she war. 
never lends human depth io the V ietnantese them selves, 
Many Vietnam films, such as f.kmfhjc ffanir U'FHh the 
tfe*ir Hunter \ 1 H >”K I , PLieon i l*)K0) and H^rn an the 
fourth ±*f jiify treat the war as a dnmeslis tragedy; 


ihe rral battle takes pfaee within the t white) Amerkau 
Ml til, a log umaillij wiihin imperial culture, 3 Hiring the 
IV-rojo tin If Wat. the mavs media constantly I ranted 
debate* and channeled empathy lliriKkgh a hurtle ntru 
j^rid. \fhen led huppel, at the height ol the aerial Im^jii 
bardment of Iraq, spike of a "quiet da> in tike Middle 
T.ast/ he dkd not mean dial large masses ol Iraqi Ca*n 
h t ipLs were run King killed, only that no “important" 
people were getting hnn. And while the * odJ War was Hot 
a direct colonial war. ihe pornographic euphoria over sic 
Hurt was ceFV much prenusc'd on a colon ialiM de'valori/a- 
i ion id non wcsiern life. 

Kacistn has, finally P ilh double bind* and catch 21 s; it 
vou are t*** unlike us. you arc interinpr. and if xmi aie n«i 
like li*. you are a ridicLilous ni intis, no longer a real 
Hlaek/IndijflMsian. Kaekm thus juggle* two coniplemen 

cjmcneM. “While obfuscating diflerencr* m histotkal ot|x 
rience. it denies a cameness m fmmaniiy arid aspiration, 
i onfnmted with demands U*H the “affirmative" lotrcviitifi 
l^S historical injustices, the dominant group Ixxonies the 
partisan of (‘quality l let evervoru- be treated |tisi the unu-l. 
forgetting its nwn inherited ads j mages, thus denying the 
dillcrffkC in Lxation and experience. Uhctt the Itheral, 
white SiHfclh African lawyer in A Ory White ,W u«r scrrsM-. 
the LtUiimnnaliiie* between his experience and that inf ho 
black friend - "I grew tip jusi like you, in the bush ihe 
friend currixts him: "So yon too knew passIwMaks. itnpris 
on merit, humiliation/ ITlC tlKral ideal of "cokuir-blind- 
ness." which see> progress as a matter of “transcending 
race, equate* white racism with black cultural nationalism 
as equally "race conscious ~ lint black nationalism. a\ * ran 
feller p lints out. ux r s integral tonist rationality simply a* a 
"particular discourse ol |k?wer used by white Turopeans 
employed lo jusiiK tlieit own privileged status s Indeed, 
many smLil ihcxirists argue that liberalism n coUstitLitisely 
hiFtarchttaJ and exclusionary, in rhat liK-ral claims .iKxilu 
ccpialm. and rights actually hide another unackmiwledged 
set ol uxial credentials (whiteness, malenrss. proprietieix-vs. 
A met is a nnc-cs f which constitute the real bases t>f unlnsion, 
U is the failure to acknowledge i his “Law oil the IhupL* ihai 
Jill hi nrizo a racist disc n urse nl u*e r>c' dissTitEiilullon. a tlis 
courw which g«ie:i as leasi as far hack as the days ol slave n 
when 4 1 retsc h anti a hob I lorn vi warned that aboliiion 
"wnuld ruin 1 ranee, and by veeking lo lilxrace ^DthEJtKJ 
black.* ... will have enslaved 2 S million white*.' 1 * 

Mush of the work hi|i ethnic /racial arid cokiiu.il imagery 
in the media has been "coinxisve. devoted to demon - 
sc raring ihat cert am flints, in some res|xct or of her, got 
willKibing wrong," whether on narrowly bistofkal Hir biir- 
graphiL al grsvLinds or on grounds of s'crismiihiiiH.lL- VS bile 
loosing legitimate quevtUnw atx>ui S4xa.il plau^ibiliiy and 
mimetic accurac*-, "stereotype* and dislisftkms analyse** 
ha ve often hern premised iKn an exclusive allegiance its a 
verisiniitar afstlietis, w‘hen in lad representations can lx’ 
Cimvindngly vc-mimilar, racist, or coiWiTwly, faniasn 
ealtv "inaccurate/ Vel anti-raLisl. The obses*ion with 
” realism “ has cast ihe question as simply one of pointing 
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to "error** julI Miimniom." s ir the ‘'iruih" of a com- 
munity were ufiprohlrmarb , transparent. arid easily jutv 
dble. and “lies jl>i klli that com mutiny easily unmasked. 

IIsmc delutrs about realism ami accuracy arc mu criv- 
iaf .l symptom hpE e I~le- “ venst it idiocy.” .l icTClin juisi 
si tlk t li r j. 1 i viit 'a, m 111 h,t\e ii, hut r.nlu-f sign ilk a 111 and 
toita^ucniul. Spcd»(Di9 (and critics) lift invested ii ri real 
imti Ihijijw i hey a re invented in (hr idea of mull. and 
reserve the right to aininmi a Jilin with ilu-it jxrsoiial and 
c ul t let j I knowledge. No deconstruct iimbt fervor should 
induce lis to surremltr the right in Mnd LtnJtfl Minis uhi 
olog, kilty fjlseor ideological] y pemkkuis. m sec /fiw/j w/k 
Njji&tt <1^1 IS), tor example, is .hi “objectively” racist Mini, 
I h.il films arc representations does nor prevent Them 
Irum having fell effcrtivity in rhe world: racist film* t.Lii 
nininli/e k>r I fie Kn klux Klin, or .li the least prepare |lu 
ground lor retrograde social policy- Recognizing rhe 
Ulcvu ability iiid the irtesc apalnhly nt represen lji ion J Eie* 
n**i mean. j.\ Sunk Jl.tU lias put it, that "nothing is at 
stake.” 

Iltr desire to reserve j rtghl to judgement on question* 
ul realism especially comes into pliy in case* where ilierc 
aEe IhmhiikjI atiEeccdcIM* or real -life prototypes tor char- 
acters and situation*, arid where tfic film, whatever in 
coFIvetll inful disclaimers, aiTipItLidy makes, and is received 
is making. historical -rejlist diirns. [he veteran* oJ the 
civil rights M toggle hive every rtghl Us critic] Lie Mmiuippt 
A»Wfl(£(l c )HK) mi the grounds E 1*114 H tLirns the historical 
clK-flH in the mlIus the FBI. which devoted must of its 
energies up hara&smg jnd sj|* waging she civil rights move- 
merit mm rile lie Foes. while turning, the historical 
heroes - the thousands o[ African Americans who marched 
and braved healing* itui imprisonment ,uid comet mi es 
death into passive victim uhwnm waiting lor olf lc ial 
white “fescile. 1 * I Ills struggle over meaning nutters 
hriinw Mmwtppi Burning might induce audiences to 
tundamenrally misread American fmtury. to idealise the 
Mil and regard Air lean Americans is mute witnesses 
rather thin the makers 4i|l hisluft iu I hus. although there 
ts tin abvnhice mirbi Uh» trutJi separate I him representation 
jruJ ilisM-mirurinJi, there ire soil Contingent. ipi.il died, 
prrspevtival truths in which conumuniiiev .ire in voted. 

FusT-onh, ELifiJi%E theory, meanwhile, reminds ns thu 
we live and Liw‘dl wn hi It language arid represent at ion. 
wuhoLii Liirrti access m the “ml. Hut the const fueled, 
coded nature of artistic discourse hardly precludes all rd 
erenec to a common mmjI life Filmic fictions inevitably 
bring in ehp play real-life awLimpcioth not only almut space 
and time hut aUo jIxplii s*H,ij| and cultural rdatioftshEp. 
In his wmk, Bakhtin rclorniulatrs the noikm of arthiK 
repre^cenuTjon in sueh a way as m avoid Unfi a naive latlh 
in “truih" and “reatiiy" and the ecjually naoe nolioti sful 
the ubiquity o! language- and nproenutinn Mgmlks the 
end of struggle and die "md it\ history/" Human coll 
cl jolis rices and artistiL practice, Bakhuri argues, sin mu 
ctfiue intii coni act with the “real - directly but tat he I 
through the medium of the surrou ruling ideological 
world. I iteT.ii li re, and hv extenshm eLiicriu, not 


mush refer to or talJ up die world j\ represent us lan- 
guages anil djse.HiLirse's. Rather than the- direcT reflection of 
the real, or even a refraction h pf rhe real, an ism discourse 
constitutes a refraction of a rctrjL tion, i.e. r a nie-tbareel 
version of an already cexnj.i I i;ed and disc urs-ivi zed Mpciei- 
idcHilogkal svorld. I his hirmuhnion transcends a naive 
refrrmi ial verism with out ever Ial ling mio a "hiTnu-neuru 
mhi lorn w he n b\ all texts become nothing mure than a 
irieaiungk^v pn|ji s- ol sign illcai iimi J 

I he issue k levs one op fidelity to a pre-existing truth or 
reality, lliert. than one oE a specific otlIicsc ration ol klcn- 
kigK.il dive Liu rses .mel eorfltnu nitarian pers|iec t Lves. VClitle 
tin otle level him is tnitnevts, reprrsenl ation. it is also 
uttennee. an act ol contextualized interlocution Ijctween 
MK tally vie Lilted producers atid receivers, tn this sense, ii is 
a Fcpt even UE Mm mu S4I niucfi in a mimetic a,s a political 
sense, as a ddegjition cd Voice J H It makes more sense, 
within this pervpL-clive, m uv op fhr (rtuii Mmt Hr (mzy 
i nm that h js untrue m "reality." Inn rather that it 

relays ihe coEiudalkt discourse oi oHitial white St>uth 
Africa. Mie racism ol t h i ^ discourse, which posits a 
Manichean hinarivm coturasting noble but impotent 
Ban rust an sJ%age^ with dangerous btit incompeient 
inulaEto-leil revolutionaries, is camoulUged! by a superfi- 
cial critiejue hp| white technokrgk'al crvih/^non. A discur- 
sive approach m ftr*r ftfmtd {Mamba} ( 3 ‘W^i. similarly, 
Wiuj-fd nut argue ihai it "distorts” reality. I>lH father llul it 


* t lii^iiidh m . P/h- rr/j-j-Fj \iti,riLiy fo&tfffr 1 1 It's . Jtl. I H’J p I hue 
■jtMMvd in MiviJ \ Sjjnnard. Amtru jn (.'via mbm *rm/ 

i vtttjtirM nflf* Aril ■ U 'wU I N l-w Vtprk: t >thiid , 1 "W Jp, 

r 

Mj ticneral Schwar/kupf during Eht- iiuJl ^jr. sirmlaflv. 
rsptL-ss4'Ll uplkrm nmir rsi'rv ipnr i M >. 3 l |. r fnis-s, while j'H ?ri ravtiL^ 
the Ii.ii|lli-, , the very jxsiiple «Emi were dvuig en a^ pnpplr 

kslin Jii ihni s j(ue life rhrsfci* we dm. 

' * L '.S. Sls fitj.. L jltri-jl NiEJirgiL-s tip E-i^liismni,' PvktK* 

Vipt ipriT iJi. \ pp a2'l +WF 

' [irHudi jsE lpH l K ^S.. k fi jiutL'] l^.irii JV^vnitiet E t ) , Pl'l-j 

1 * Ei-nn [Viler. ’Rase Agaurwi Imegrjoon." /tkktm VlpI. Vl. 

No I ikm- l ek l*rni S4 
' 1 lidwn p 1 

1 ’ I or more mi J EU haiassnirm lp! l tviJ Eighth astivists. see 
Kenneth l ^ 'KeiLls , ~ fLn W t ffv fiftl i Vi“NT Flit 3itf frfirii* 

A Tff/ruu fWvtf fV** I New Vi Ilk J he [ frtr J V r%*. p. IS 

i nr more uri j HI [laiassnieiLE lit lislI hglin atiisHiv, vtt Keuuii-h 
l y Ivl iIU . pj/ Mjlim ~ / hr f-R$ i V,i nri f It r^rerN a. 

IXM ims o* ^drk Ihe l-r« I s ™, IWWJ 
|4 " I 3 jin ^ITO, j N™ \mk C its- nlucaltir, had her high whool 
simJeriFs gn to the 'vHiuh and n Jein ntefs'ie* t ictl Highn veiet- 
jIhuji rliL i r iiiemoney ol ihr i iviJ Rights unj^Jl- jink iheif 

reiLEIUru Elp HarfuNf ^. 

1 l work rhese arpumenEs hue in detail m mv Sm^E'rrjfJr 
i'lftt'hrr* Kik hint. * wftHr.ii t Oil! JJXI jW !iim [Billilfuilxr. hilm 
Unpkiru. rifWk. 

1?< Rohena Mercer arid fuheic m a similar ipmi. Jisnnguish 
kH'twn-ii reprewiitdiiiiii as j prauice oi ileptiiing"" jmlI tepre 
stilt j Him js j pr.iL Ml t- nl drlegaliim " ^ee kuhena Mercer jnd 
3 vj4s [uliein.. "I nEumlticoon W Margin and tV i ciiErr." Vw» 
VhE. 2 l K No 4 n H mHLpp. MU. 
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“real 1 y“ reprewnlc a ra|»hmt and raitsi diwiHJ rw downed 
m llattcr and rtoundi the nMwt|lini*t fanlade* i*< 
lence n. harav terwlK of jh empire Lai criviv. Hy <he vmH' 
token. j pcnttiiudelit Him. vtkh av AJl ftwnff/W / nitf/iff/irur 
I MASk di,ir wern * vi k 1 1 1 In ►jj.i l all \ flawed from .1 imnietn 
nentpeci ivc £|vt n il* hifc-j^rs' muling of weallhv raihei 
thiii more tvpicallv working e law .\si .tns ltn>k' consid- 
erably taller when r^.Ktlul is j uttiudljli^n u| diw ursine 
\cnlrajn. a* .1 pimiK.-Ltue wmboliv inverMon id tomeii 
cional eitpeviaiiun* ii[ .1 'nitvcnhilm' account o 1 A *1.111 cu 
e L111 1 jM [ i ■ *>ii . 

Mi.it: wiltieihin^ a* v li J 1 1 v at vlake in (hoc debate* 
become* ubviou* in lhose 1 use .naves where entire coiiumi- 
hi ties- passionately protest the representations eIi.h are 
made of ifieiTi ill the name of iheir experiential *eU*e til 
1 ruth. 1 1nllvwi Kh| >icrmiV|w for example. base HUH pone 
imrtnijrkrd hv the vHiimircd konimunit<o- Naiive 
Americans, very carle mi. vocally prtilnlal mhteprcMTiHJ 
lion* tif I lieir liiJeui-c and hismn J' 11, A 1^11 A tvftttg 

fcpirt^ ike H'tulin(; til 1 Native American tlck^iiieiii 
to l s re*idcnl [at I Eh* pnue-u erronrtMw lepfcvciuai tints and 
m’il ,L^k 1 1 ■ ■ A t ’on ^rewional invotipation 11 In the- same 
■vein, l he NA/V T pron-sn-d ItiriF pf rf .Wuum, I huaiim 
protested the " h l ttuixAn m film*. Mcsien pfoloied \ it*i 
1 7//u r ( 1 ‘I b|j, and I atiri Anirrbnt j-eneullv protested [Hl- 
cans aiming nt their iLillure^. f 1 lie Mvxkan fcnieriuncni 
threalened Ei> HUk the disiribulhni of H nib-wood films il 
the industry did not irjw to export filin', tari* _■ c li r i i 
Mexico, Mexican American* juJ ike Mc\iu» rcvnlniionJ 
In .! Idler period, 1 he lurk* prnteMcd AMuigbt hxprfi rj 
( I \r~ H h fneriu Hiuns pmi^uJ F&rr Ap^Jv ih? Hr*w.\ 
( ] "Wl >. Afnun^ pruiesicd flNtpf'Afhn* I iSfHVl ami Asian 
ArtteriUlh priatevied //■*■ Ymr §rf t/pr ftojgan ! I'lrtSi. 
{ rilK.ll s|K-t uctprs 1 111 tine* exerl pr^vure mi Ji^uihution, 


oil exhibition. and rveli «ll la t lyhwqLient prodikitUnH. 
While ylkIi piild iv sphere prr^nre Joev nol guAtA liter 
svmpjthetk reppew'iiUEiuEiv. h tUn-s j l leJvl mejm thji 
j^rewtvelv Inifilii] fxinrjuih wil] not ^ ulkhjllcnf^l. 

AhlmUgh IliuI redlnm :iv a theorctkal ini jto^ihlliry, 
1 hen. i i|iettJtork theiniehi-v eonie equipped wilh a wfK 
of the re r jl " rntHcd in iln-ir experien v ev on I he td 

w hich lliev van ,K k tpt . qneviion. or even Mllmrn j! Iilm'x 
reprewmal mio I he hatr-trif^er vL'iuitlvili ahpuit racial 
vtereulYpt'v derivo pdnially tmm whal hj% Inen lahellexl 
the " burden ul reprewiiraiiuii." ( hi the w mi" ilk haule- 
pmindt die JiMw iTiedLi. die «eeF refvrew-fu .1 - 

tion in the dmuIhUfal realm homologi/e^ th.n <iJ 1 III- |hnliu- 
v-il sphere, where die qtir^tion ot tmiUlion jrid lepreveista- 
tum eacilv dido mio iwuev ml deLepa^ni .md ixUu, 1 1 he 
healed debate around which cvlvbnlv fdlnlopriiphv, 
whether ol ] lab.m ■ Arneriv Jim or Alrii A El America n^. 
will .idiHril the wall of Sal A fiz/eru in piilvv lee* fht ihr 
if fatty, vicutl-i exrnipliiie^i iho kind of siruj^lc with- 
in rvpreH:iUJtU*n). Si nee what .Mvmnn call* the "mark «# 
I he plural” lolnm/cd people a* jJI I he *4IW, ais\ 

mpUlve hehaviour b\ anv me in Ikt id cbe npprywTi conii- 
niurtiji iv HWEarnh |$riie ralincd is typical Reprewni4TSon'i 
iliu* Ix’come allcp^rkal. i.e.. everv lulial tcrn pethirmcr/nHe- 
withm liepelilHiiiis, ilitoturw i^ wen jiv WtKvdi* hk'alh hijrn- 
rninji up a \am jjuI impnuihLy heicroficuotix ctimnuiniry . 
SA'h.it iv jifnbkirutk iv die l.ic k ol recipntcitv within thw 
a11cT;otkal pftxm: rrpiewntJtioils id dtutimam jiump* are 
mu wen 4* alk^oriL jl Inti as "iiaturjlly" diverse, examples 
of 1 he normal and ur^ritcrili/jNe variety hie iiwlJ. - 1 
S^r.illv enq^iwered ^roupv need Slot he tmihily Loneerned 
wilh "d»*rnrrii»ns jnd sivrvolvfK*. ' villce even mi avionally 
tk^.HWe inup furm pjrt id 4 wide *j.HVErum id repn^wn- 
t .it ions, 1 .4 L'h ncgalive irnai^e td an under -reprcsrnied 
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pronp heeomev svulim ilu- hermenewks oE donunjikm. 
sorely mrahir^ti with jlk-^uf k .1 1 mc-jn iirig. 

This hfruiiiviiy also operates on j vouciEMUim with whirl 
ncp resent at ion* And with every tUy hie. where ihe "hurdell" 
ej n indeed hccoim * 1 almost unbearable- [i is this louiinu 
uni th.u is ignored when jualvsts place i\u- stereotype* hi! 
sd-ljIIiJ “rthnii. An kern a its,” Eor example. ipu the same 
level as th ose nJ tui ive- Ament jjis c hr Aim 411 -A merit .ms 
Win It all nej^.tiive siercoivpe* are Imn hil iky dip mu all 
exercise an equivalent decree "1 mhijI power in ih*- world 
] he l.-kilr involution nl “sirrtnii ps ' elides J timVal dis- 
tinction. Some siereiHvpev nirreli make ilu- u^i ^ronp 
mildly urktimlorublci hm tin. proup ha^i i he Mkt.il |tower 
to Lomhjt .mJ resist ihem: oilier sieremxpes enn-r i eiti> .l 
soriinujiini nl prejudiL ijI mhi.i! point Jauj .n, maJ viLilerke 
apaino j d item powered ^rnup. plying ilu- u-r\ Innh of 
the accused iri jeopardy. Slcietilms oE I Midi ■ Anu-rie a ns 
and Italian- Ameruajis. however regret uhle, are not used 
to juhtiiv daily violence ur strut ELir.il oppression against 
these groups. I he teiideiuv mi ihe p.m ill the media m 
present .ill 1 >I .Ll k mates is delinquents m puiein 1 . 1 . ui tou- 
ItjsI , has m. j r in j.; impact oei the .ucnaL lives ol black |vo- 
ple. I fie Hush eampaij'iis “ jSlep im j!' deployment ml ihc 
" black buck" I L^Lire til Willie Horton in order iu i filler 
the icxuii/rAul phobias ot white voters, tut example. dra- 
iiij.Eh.jlly diarpeued the burden ol represent Jiion tarried 
hv tuilLitminf black, nien. Jtid indueedy fu black women. 

Ihe sensilivity around hitotirj f^s and distiui inns" 
Largely irises, then, Emm die |Towerlessiu~ss ofc hhconcalh 1 
nur|;iruLi/eJ groups to control their own representation. 
A toll tin detail ltd 10^ id filmic represen I it ion therefore 
requires ,i comprehensive anaJwis oE the institutions ihac 
generate .uni distribute mass mediated texts as well as the 
audience which ret fives I Item. What Are the structural 


mesh .ill is i ns til the film ami media industry UvelE? W‘ln* 
umtfols prinliKikui. distribution, exhibition? Efie most 
fvsettE fepott mi I lolly wehkJ ciliplos merit ptJKlim 
lelejsfd hs the N AA< I 1 fesnh Hui hltsks Ate under rep 
resell ml in "tJi h Jill! evets ^s[iesl hpE die enierl.iiniiieiiE 
MitlusLrv l lie l t3i J] sillily, en l il fed (hiE oE horns. < >ut 
nil SviK slums lint hljekx jre silt.ihle to Uuke liiul iks i 
si nit s in the motion pisittre ptiness md tfi.u mvlv ,i funsl 
Ei| I til h]j(sk* hi>ld eXeslllOe nil tolls with him studios jnd 
television tleiwmkv Aftliouj-h hljsks pursfuH’ .1 JUpro- 

pnpimrMte sfute oi doitiesfk movie tisheis. nepotisiii, 

^fipnyism 4 mi rjsul dissrinimjtion somhirtc m h,n l>Uk 
jml hljsk nwiied htiM nesses Irom the ludustEi ! \m\ 
hl.kks jjie mu the only dh.idv .tritji^ed jeroup in tins 
fesjKrsl, While prod liters jssiirtle iImE IuImii A mem .in 
directors should direst films iIhiui Ie.iImii A mem jus. 
i .Lindn \ i|,i u»mpLmb. [hey J^mps*- Anglos to direst Films 

.lKniC 1 JOIlHis - 1 

A system ifMT I-j vlui is hij-- budget hloekhuMeTs. sinuhir 

fy, is tiEpr Etnh il.tssist bm .il^p I UFoseiitm jnd Must in 
s-Ml-l t_ il sin pc mvsplmi inimiiotu in dut u (juuii’s groups 
sv 11 In tM,ononsii 4ml dist i minutes .^.imsc ifiiwe 


1,1 Vn arSule in ttfrifig furr W'nritt l""/ Ml/1 fc M J i. eiiiuled 
inilun* 1 1 neve user I'nrnre Slm^h," r^iro on pouests (vl 
N. jj|is L - Ann.ru. j 10 EriPin SnutFifrii t jlilofitij *. iMiiL-unn^ 

I Inlji-vsiHiil s |!hkMI ji. jJ nl rlinih js lsjrtJisrs m hvu in Ijl e tin s- 
krir |vJli Ini tjfiikts. 

' 0 A/ih jw|J / j j. 2 .ur<* U i iriti TEttori H- i | 0| | 

. P ijlLi I II \K ilJunisnii EPuLis lEio pi ml ill Etel fsvjv in S, rrm 
\ A No I 4I'3HSK pp 2 1(3 

Ve .AV-fi 1 Itffjfr f irm* I Vpt 2 IW1 K 
- i Vrt-jn M ^Uiri, WEo flir Ik jiili ol Ejlino HiBi%fLPrs J 
f tnni*tr X IX. Nips. 2-^ I'MlK 


]? 


rirf n cun* 



f rnr 


ACTION 



widliHH 1 1 I hk 1 1 - 4.1 W i hi kl filnu Hikers .lil - asked. in elite t. to 

worship Jii i n I |-H hss i ti l-L Mjndjrii nJ uru nilk civiluv 

Mjihv J bird Wodd countries reiuEoree hegemony. lur 
[lictniofi-, tu d i vt i* ii i li 1 1 .le mg -ip.i 1 1 l i iheir own native v n I 
EmmI pniduellojis ihrj/ilijiL IV ^wm^liullv favours 
AnuTUjM (1 1 in Ls I . lilt- sitLiaiinn ill laJm exists on j 1 1 e i ■ 1 1 1 

urn ll 1 1 In ipiIiit i iL-lif- mil Ii j\ i ii lor ni..it inn. where lii-l 
WLifhl hot i mining K'NN. \[ J ) provide the t’lticr lor the 
■.Uiilj V ILrWs [ IksIfjhLilaull jJvjriu^ i ■ ■ el 11J LO lie wilIi 

the lifM Hiiiltl commies. j lullmooJ finis ohen arrivi an 

[fu- I lord Wodd “nrr advertised" an ili.il ninth nl tin 

hkhIi.i fnpr revolving around prestigious kg-hudgcl pro 
dik i mm ujlJiln i hr I hard World through joiirniliM il 
an hie* jiu! [rJevisioti re | n • n s prior even iii 4 lie IixjI release 
nl thr liJm J he dix-wm illation ol American popular liiilxk 
jhu buttresses the dissemination o( I In I ly wood films, 
I i I n i s Mk li as XirntfLy .Vjjf/il fvrrr j I 7 ' J . Purpit f&trr , i 

I I^K-1), hath / Ijre 1 1*! 1 )! I arid Ihf i ] l HJ| 

.ill arrive ine-'hluriikd because mLihinalkiiial-dnniiilJled 
media fuse a I reads giseri over considerable ,nr mile to I lie 
in loo 1r.ii urrd in (he thins fven the * fsc jr ccremcUlkx 
iikhiiliiEi' 4 powerlLd h. • r rn ol advertising; she audience is 
global. ui the prodnir promoted is almosi jIujo 
\ meric an li li j i i\ patroniiinglv called the "fol id she 
world” limliII v being corralled into the rest tklcd LJkynn 
sit “farri(yi H til in. 

I he i'’uroceurrism ol JuJiimLk. h^iuiUt ot American 
audience*. l.iii jImi i nflcvl cinematic production, Melt llie 
domin.irii audience 'marker whose idcokgxal ASMlfllpI kuix 
must be riBfiKk\l it ,i ill in i% to he wiuv^liil, or even Iw 
rrude .li .ill. exerts ,i kind null res. I hegemony \ whole 
series or big-budget .mil apardicid films < n 


I l-tn, A WvM AfUtrf 
(MJMHj and A l>n W'fatr 
Srasem heEfav 

traces ot "rrprnrm 4 Ihiful 
adjusEilicilis ' k\JU^ dir 
values sd a radical libera- 
tion struggle jff hying 
watered down t**i 4 pre- 
dominantly Mural 
American audience. In 
these films, the challenge 
of bridging euhur^l ditler- 
enee. jeeordtng Eih RhpH 
Nisson, hftiKnirs "iwerhid 
wiih pmblrnu o! pri? 
found ideohfgKjl ineoni- 
pjuhdiry," As j resuti. [he 
v[ipry ot S[eve Riko in f.>v 
/• rrniu **t gives wjy io J 
\fory iA che “friendship 
[hit rocked ihe wirrld." 
The rJslit 4 l discourse of 
[he Hi jck ( 'on piousness 
EMspvemeut is repl 4 s.ed 
L 4 -jih j “pjl J[ jhle liher jI 
shwoLifw l il niHhr.il deeen- 
ts 4nd hi in mu right s Xixikh Ciiiitrjksis the experience of 
i n f’rrrtfom wish the iiupre r.idiij] d/d/u hj 1 ? wL. j litm 
w fie re nioljJiMU. concerns lIhp nip[ stiuLiklrr s>lli sluiegik 
iristitLilioiul ipjesEions. I he iiJrn's relnwif [hp ohsene the 
iru^s m.ivkel UMVcmkint sd [r.uislj[ing j rjdac^l ShkjiH 
AItkjfi luriJEive imo 4 w-hiie- medial ed, Jilierjf idiom" 
revidiesl irs tile film s l.Lshjrr m dr.iw 4 ni 4 |sLr dictrihillor.''^ 

I fie [N dll lex 111 fjtial ieprcxeni4Ehin were not "unkiiro 
wiiHLis.” tfiei were die objeti of rvpli^u dekire 4iid negoli 
jliihn hie furl die 1 iiilh wlnimL jT-rnnlik [lull hiscetn. j question 
L it tile compel ing mllueiiL rs 1 ii SipurlieMi Und N-orihcftll 
TJUXIV. Iil'nt.lls, hfjek public .LsJvokJiA groups, censors. 
(.juEMKiis prHulncers 4lld shp forth. Hionus < >ipps describes 
die piriKCsvex by wblsh |hUl-juijI fil.u kuesc 111 Ell ms- wjs 
ah Eetl lii 1 l ; (he W4V dut .in jll-hljvk t j naify beejmr while 

slin ifig the xciipiing posieess Hit iW thr if id t rinf 

Mt'lb.i; lit 1 hr w.iv iImf the African .-Aniericjn music lIi.ii 
inspired much ot (irorgr tiersliwin s wiirk ss4s grjidLijJIv 
elided trom [he hiopin, Rkipubfo in Hint i h)4^h leiving 
I'.ktil WlnErn'i.Lia ti- "nuke j I.llIl splli ot jirx;' or die wjv 
di ll f Milk Verhy's cfinqiie ol pLntJtnpn mythcilogy 
Ex's. JI rue ,1 loinmjj 1 on Mine in Of* t'Man ofHurrvw 1 1^47}; 
lit 1 he w4V dut I yffhi fiaikt i I'ftI} turned horn j itnry 
jlxnii I HPLivvimi I'Ouvrmnv Jtid the Mjinjn resuluiion 

m [hp 4 h h He ■ fn x 4 liied rununce. ’ 4 " 1 he |> rod iw lion process 
la i»i imio iJujI IlIuis bring up c|ijextiLins concerning the 
litiis nuking .rppjrjuo 4 iid [he p.irtn ipui in i-n sit "minuri- 
UcV wnbili [Imi 4 pp.irjius. Ei seems noiewsirthv. I of 
example, dut in multi-eihnic bm while-dominjled um 
dio such 4 s Suiiih Africa* Rrj/il jnd the LL IsUckx 
Imvc leiukil io panicipaie in ihe film nuking prtxess main 
Is 4v pHrtHPrmerx mi her rhan as producers, difee lots and 


IS 
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sc r i p j - w r s s e rs . | n S ■ * li I h 
Africa* whiles finance, 
script, Jirat and pndikc 
films with all hLkk a^h, In. 
she V.S. in ihv jl]- 

while til eii m a k i ng i rew s 
shut j. 1 I - ti] j.l k musical* like.' 

Hfjrti in f >i.\i f 1 1 l Jl L Jf and 
^ {iilirhtjjh [ [ \i 2 1 ! ) . If I as k \ 
then, like 1 women. j glared 
4 s images in special Let 
whose SOCial [htlltE Wll pri- 
Itiarslv shaped by others; 
black wmls as while nun s 
anitau. ken IikIiv, despite 
she success of pen pie like 
Optah W infrey, Bill £ "os by 
4ikt An-ciski II. ill, there are 
nn mAh if black nctutivo in 
I Jolly- wniod studios. And 
since si mi menu I films are 
designed to nuke profit^ 
we must j3mi jsk to whom 
ihcsr profits . I he thou- 
sand* inf hlrisk Brazilian* 
who played Jt in uut-uf-iCJ- 
*on carnival, wiili virtu illy ms pav, hit the benefit of 
Martel ( AtTIus' French cameras, never uw (fie millions id 
dollars I hat Hfaik flrp/wm miJe around she World. More 
recently, l he Brat dun performers from i )Uid urn . " who 
part ki pa led ill I', ILL I Simuni ".Spirif hi|! the Saints" 
album/video, received no tuvalnes fur j pc-rtnriUjiiKC 1 li-i l 
provided much ot she energy of the musk ^ 

A him mois.ihh mirrors, to a certain it tern. is* own 
pr i w, esses of production as well as larger mum I processes. 
At riiiinrs harassment of minotii arian iiuftimin files lakes 
pljLe during rile pn hJuc t m m id films about she h.irjsvllienl 
of minor i car ian c umin unities. in the case ui Haile 
ticrima ^ Hwf* ALin ra l l 4 J 7 ftb j him partial Iv ahoui police 
rrprrskiEin iti Aft icaio American irmcr cirv, she fill i in i.ikvi^ 
wen 1 h j r.i SSH.-H.I hy [fie f« slice during. [hr making of iliv film 
Black men with cameras, like black men with guns. [fie 
police alumni, could In Lip to no gn h n.1 . ■' [\i Lit her cases, 
we Imd 4 chih cradle I ion between ilu puliiks hi! (he him 
■i nd the politics of production. I he presunuhh anti co|hh 
maJ fil ns fr .itt/Mif i dedicated to [hr patron vnm nd 

non -vinJcfll druggie, fur example, deployed a different i,i I 
pay wale slus lavuurcd Lumpean technicians and per- 
former*. In nf tkrfaifii, the JikLimrlirjry ahnuE she 

production ol /f/WM/f/Hr tl 1 )"^), Francis Ford 
t.oppula speaks ol the low cost ol I itipinu labour I he 
filmmaker, in this sense, inherits llrci- world privileges* mu 
unlike the curpurJIe manager who rekn ar^ [hi she Hurd 
World in Tak|- aeba l U age h d Ihk.iI cheap lahniur. 

Film and rheas te CAsliHg. as an immediate form of iup 
resen cat ion, consiicLklo a kind of delegation of voice wisfi 
political oversones. Hoe too luropears and l‘ urn 
Aanericans base played she pre|^oridetani role, relegating 


non J.Liropeans to supporting mlcs and she slants of 
exEr.^ ithin Hollywood suicitu. 1 yto Anittkant have 
hhiHirit ally enjoyed site Ltmlascfal pu-fttgaEive til .tLiing in 
bias. kl as e . tL'djace, "hrniw nklse" and "yellow lace/ 

while the reverse lias rarely Incn she case J lie tradition nif 
hlacklasc recital. I mm she l l >ili eenuiry vjLidcviflc stage 
Ell tough such figures a- A I jokon m fit I v Hrtt l idu\ib 
I | L i .i i i . Fred Astaire i ji Swing ftw AU%kec 

Rooney and huh l .arland m iUkn m Arms U^V)} asid 
finig i bodw isi Ihxir I S'J s i> hiTnished oiic ol the most 
popular of Assicrscan pop-eLihural forms, to die posni that 
cvcli bl.stk msnslrels like EWrs W illiam^ a% [he Hint f thm- 
AWwjfft pimss out, were ohligntl [oconlorm to the siert't}- 
i. h | k.- ; hmrrsl u.s>rk luerali/eii. a\ ir were, the S r> <j k ol black- 
ness j u'li srs she shiijshI periiKl, 4 long senes of while 
ac Stoves were called on to play rhe "riagic Situ fa Us" of 
such hints as Sl 'f-PT) .ind fttMMfitm vf /.i(r I IWI), 


_1 Vi ^ h-cr *■ At Scern. VC I l s ihc [VjiiJi ol 1 _irmi> U fireui»r'‘ 

f WrfW \ l\ 'A'nv. 1 - 1 L I 'fJJL 

- k Str Ki kIi N'lviift, "t ry ^ Va^m Apardirid, i iheralnm 
and [Iki- A met w. an Vi^n, " tfo Wfcr^ 1 AtLtiiu Qu^rurh. No l H\ 
\ ml. i rSiammer 1 + FI! l 

I fioSlla’i t i rpps. M^km^ .\ftn tf* Ulul- Uw A/nUfr 

.tf’rij jr ftt*m \\ 4r/rf' tli jr // in thf f u if frtffai / tJ iNl-w ViPik: 

t>dmrd. V***M 

n A [ likii-i itarun Siht'lMijkers hjl h an. Npiki' I k i LiHlWhNJslv tfuliilrj 
prolifs hjik iLh ihc ■.iimrminsn chmwing so in IhiHiklvn 
rather tkjji mme n> M Air 

s Ste I hdc I j 3 Ih < r , limiting ihe Image." us tVter Asrven, 

L-J fump < Hi- tfrfflYUiWtoi /VjWjci t f mtfTirr f jFjfmj i Imoiiiii- 

Ik-suvrn the I snes. f^HAi. p. I c^H 
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wlljlc ti jl I (.If " n iuljcjv" were ...ret for Wash female I'd vs 
I l it riumpk. I nu Hum in * j^or w j/v .S^tk although 
they iould have easily “pAvwd" lor white roles. Ill inhcf 
words. if is ru pi i he ItiL-r.il cokurd ihe 4n1Df lh,iC nuistrd 
Ml idling, (fiien the “blood" definition ot "black versus 
"white" in I'.uro-Amerre jri racist discourse, oftc Jrtip i>h 
M.ii.k hliHxj wa* Milfieieni tn disqualify .in Oteros like I ena 
] I ni 11 in mu rcpvoenting white women. 

Aim an- Americans were hot the only "pflifik O* C^our 
ihi he played by L uro-AmeTkaiis; the Milk - I aw 4 4 unilaier- 
.lI privilege ha* hmlioiicJ in relation i» ocher groiipv 
RLxk Hudson, joey Bishop, [ Joujiljs knrhatlks |r.. Eh» rre 
Karloff Toni Mix, I 3 v i n Presley, Aline Rarunvh, * yd 
l hjris^ l.ojdu Vounj;. Maty Pkkli>Kl, and Maine 
ftklith Anderson jre among the hlifo-A iTUTKAn actors ihjt 
h.is l' represent Native American wlfs, while Paul Muni, 

l. lurleEtm Heston. Marlon Hr.uidu .Mid NjuIil- are 

among ihiwe who have played Hlspank characters. As late 
a* Windwdlkrr il*f\lf ihe most impemam Indian roles 
were not played by N alive Aillcrreans. Dominant *. inertia 
is hpiid id tii mi up, "dark" or liwd VUirLl peoples into 
Mihsi itutahlc others, niEvrsha rigcahk units who tail "stand 
in" lor tine another, I hits the Men is an [Xdures del Rio 
was recruited Iti play .1 Smith Sea* Samoan in ?fv Hird of 
/jjrif^jrf. while I lie Indian Sahn wa* tailed cut to play a 
wide range ol Arab Oriental mles 1 14 pr Vrie/, actually 
M ex re am was asked En fxirtr.re t’hinese, Innit. Japanese. 
Malayans, and Indian m|lmwv and Omar Sharif, an 
hgyptiam play* < lie C i ihrvj ra. - * ll iv precisely ihis assym- 
nsetrv in feptesenlAE rental power th.u has generaicd intense 
resentment .ifnoilg milumiAriiin communities. I he <.as.tirig 
of' a mill member of the group in question ean thus In- 
seen a^ a triple illMlk. implying al you are unworthy ol 

m. 1 If representation; hi rm one Krona your group is capable 
4 4 representing voli. anti O we. chr pre hinders ol the Him. 
care hllle jIhmii Vour u|f ended srn^bilitits, lor we have the 
power .i rid ihefc re nothing yniaean do about it. 

In resent vc.ifs Hollywood has made pastures toward 
“correct" easting: African- American, Native American. 

I atino/a performer* do "represen t “ their communities, 
Rut this "realist a" casting R li.ireik sLilfeieiit il narrative 
sEnislnre anti eimruvark Mrategia remain I Limeenlris. An 
epider initially sorrtret +4se hardly guarantees eommunlly 
sell repreveuEaEmn. |U'E ^ ^ cht- |w d hi il jI >iphere i la re rise 
rhomas's bias k skill did ihh mean ih.it lie nernurilv rep 
revel-lied \ifit4H- Ann-risan interests l K'lej' al i nj' a repre 
venial re s' Jesretdiil}! in ehrimiatic t Karaite risl is* o on I Ire- 
whole nieaPim^k'w imh-vi the |vrMPn is also the vehicle ot 
ciil is a I dlWtHtiwv linked io die hblary ot tfiai bioksgicjl 
prevelrec in ihe world and ro the community m wliisli Efi.i1 
prewirec hav tseen tised. 

A numhef s>t lllm ami ilieairs- ilires tors have soli^IiI 
dlcrmiik appriMi;hr-s m literally sell - reprewn ta t i ve cjm 
iuj», i >rM 3 ii Vrlles is. re li uni 4 it staging all hl.uk versions ot 
Shaki>pi-are plasre, nu»si nolahly in liis "VchidoiH \tjdxih 
Mi Harlem in i l fWp. IVrer Ltnuuk* i.rei Atriian ^rhMlllcrv, 
similarly, m his tilniii adaptation ol die Hindu epis ffv 
\fjKihfhjriiiii. S i k h an ti In er al si ral cgio prov< ike Ail i r res 


cTejii Lpiestion: what is wrm^ wnh ihiv ii4in-ori^inary casi- 
in^r Ihk-sn'i acting always nre nhe a llklii play wiib identi- 
u" ShuuLtj we applaud hlatks playing flamlei bin not 
E awrenee Oliiicf pLylnj: Orhelhif And don i I uro- 
Ameriian .ind hufo^an asEors aiul an reuses substitute lor 
4 m e another <c.g. . titer A ( .arlut and fyd ( harisve .re 
kLissians in NmttU-frkti (t A W) and Stlk Stthkittp U^ -T l. 
CUetinp has to lv seen m sEiiinup'in irrnre, in relation to 
the role, lo the |mUtkjl and aeMherii i mention, and to ihe 
kistoris al monielic, Vs'e canrv.il ei|iLtie a gigantic charade 
whereby a whole foreign country b represented by 
aclorsi 1 ' act resses not from chat nmum , and imagined as 
speaking a language lloC its own — a frequent hlolli'wood 
practice And sJsc*^ where rinn-iilrul s acting is part ol all 
akernative aevc bells. The s acting rtf blacks lo play Hamlet, 
bir exJItiple, inilitiles agAiiret a t radii ional dist rim mat kill 
thal denied hhkkv 4 ire role, kieralls- and metaphorically, ill 
budi the (.vilniiiuiLg arte and in j-kphliss, while tfie sJMing 
of E awretlsr Olivier as Odiellre prolongs a venerable hreE4>- 
rv t>1 ddilHrraieiy bypassing black talent, ^‘c see the posvi- 
bil i I ies ol epidermic Ady nre iurret casting in Vroiy / hruhtr. 
a San hfAilsisc'M Mime Troupe play about the Israeli 
l p alcsH1li4U suiill ill. where an ethnisallv diverse S4M taks-v 
oil shilling roles in such away as to posit anahigisal links 
between C4immunilies. An Airiian -American at Ore plaw 
Irnth I 'alesliflt All -American an^l a fs , wivh-Ameth an. h it 
example, rhlls hmting ai a common hi slurs- *4 cullttion 
binding IMacks. Jews, and Araln. 


^ Kl 1 INI. I mi J VW<KHi VNU KAt f 

I nflhtwmg up no tli re thefi^rcliial/inslitUlkinAl preanre 
hle. 1 would like to ^soint to same til ihe import J nr W 4 irk 
al reach done hui eihnic/raiial representation . cs|H'slalh in 
f k 1 1 1 ■. %% 4 h hI sint-nu. emphasizing particularly the repfesen- 
l.iiiLiit iA Ehppnrevrti groups wilhin the t '.'s licgilining with 
tile Native American, wc m.iv tlolc lhaE ^ , Mle l h loru. 
Kdpli and \aracha E riar. Ward e hi in. lull and many oib- 
ers have evp 4 hsed ihe hinarislic sphlitng which turned 
Nairev Anu-riLjrre into hlocrelthirsty Ix-asEsAiHible Mvagts- 
Name American criliis have denounced (he H fedlace 
Co id sent ion, i.e . the practice ol having lion -Native 
Americans while iRock Hunter). 1,0 mo fKuardo 
Moll talhau ) or Japanese (Sevsue MasakawaH play 
Nat isc American roles. Eire 1 l titles chaw allentfon lo the 
complacent ignorance ol Hoi K wind piftfAyab, die 4 .liJ 
Til rail damning that erases tlie geographical And vulmral 
dittcrclUes bi-iween tireat Plains tribes and those Iruni 
■ rebel regions, which have Indians id the Northeast wear- 
ing Plain* Indians clothing and living 111 Hnpi dwellings, 
all c 4 ill.qiM-tl lino a single tfeleol yplcal figure, the "msiant 
1011140" wiih "wig. war bonnet, breechckulE, mixcasins, 
phinEiy hr adwrerk . “ - Mi More in>|x>rtanu c hew anAlysis cri 
liqiie ihe reitisal to cvctl i magi me ail indigenous |x-rqxx- 
live. I’ven “sympalhetk" films like A M*t*1 i xiUird Hanr 
hailed as an aLilficnlre jx^fE fatal. Ward ( hur chill 
points cnii. depicts a people "whose language is l.akoca. 
whose hairstyles range Ifoin Assioihui through Ner Perce 
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lo CniTUh.hr, w hu^ upi design is ('ntw. and whose Sliii 
tbnce ccrcnnini ... |is| TVpicallv Marid.m." I h«r film 
hj* the Anglo L'jprih r reach she Indians the tinrr pointi nit 
tlu 1 bciw h J Wtfipon | h 4 1 had hern hk use hv Native 
A merit am tor LOkjnilra gtiiCT 4 E ihu* deltumitr jm ng 
"list 1 presumed inherem supcfiofliy uf i.u roc en trie 
rn i ndi. " * 1 

A popular lltm like Ain u*j with J f’HClj dermm- 

M rales the need lor j uuancnJ mutlMuk-m analyst*. While 
nil une level a breakr hrough k taxing Mauve American* 
m play thfmwlvrt, ihe film was lev. in plating 

ils Mon- 111 j distant pax cords tried nil Jenin. uinirm|ioriiy 
struggles., kjllier than lixjJiie ihr jolmI struggles ol living 
native jx-eiplc. die film otkrn ihe romantic ited jdvrtmirn 
nl a sensitise while man. Bur j fbufutighguing analvci* 
FllctsE see the film Js con r radii, is hry, alii ruling at die Mine 
Time chili die film 1 S communes j relatively progrr^tvc 
step Ml its jjihpimn ol j pro- indigenous perspective, anti 
2.1 sri ropeClliig die linj'uisrk integrity ol die Malisc 
American*: vet iIi.il H iliri pn^rr^ivr step is patliallv 
kinder mined hy die Uadiiional split portrayal nf‘ "had" 
Pawned Sioux. thal 4) ii is funhrruintprspnHKd bl- 
its dvgMt emphasis on the remote past and Si hy the hire 
grounding of ,i t’um-Amtrkin protaguiiicE: is) yn ihai 
rhis I - Liln AmcrH.ni fix ali/ation, grim eHt mass-auchrrKe s 
idcmifkaEory proficiisinrin al*o guaranteed ihe film s wide 
implci: and T f thal lilts impact nidiretilv helped open 
ij^upfs tnr N arise American tllmnukers, without HJ dla 
mat k ally improving' I he ME LUI inn of mns[ Native 
Americans, hill aJws 4) altering I he wavs in w3iikh such 
him* are likely to he nude in die I lli li re . 1 ■' A rexiuallv mlB- 
tic and LnineMiia lived analysis, (hen, must he able eo jsmtt 
r h an all e ht'se apparently coni rad n tury px lint's are trike =H 
the same nmc- ^illiinit la pm up into a MannheJii gusd 
lilm/had film binariiljt schema, she “pnipycftivf" eijuiva- 
leiiE ol “ h jlJ object" cril k ism. ^ 

A number nj vchdarv notably Donald IVugle. Daniel 
l.cah, lames Snead. JiItI Pines. !>ic I'erkim. fjitpjk- |o[iev, 
IS-arl Hu wiser Hyde I ay In r. and I'homa* ( ripps. have 
explored die ways ihai pre exoimp; Mereotypes lipr 
example the jiving sharpsker and iliulfiiEi^ ^tap' sa min ■ 
were transferred from jmetedent media I Si film. In fatw. 

( mm, SUiLnson, Afammtn .tW Harts, Donald sur- 

veys rep resemai ilois of hlasks m Hisllywimd unenu, t*pc~ 
Lially ftreq^rou ruling die unequal struggle In- tween hlask 
perionners and she Mcrecscypical foies idle red them hi 
Hdlywnnd, Hi^lr s cuL- already aoniWJlUes the five maisir 
si ereoi ypes: \) ihr servile “ lom’' ij:niil^ hatk to Lmcle 
I n in i n Unclr Jntn'i 2 1 the "1 swin" — Siep n 

IrlthiE is I he archetypal example J EV|ic itself Mjbdiiid- 
ed mlo ak the “pit Lanin ny’ (harmless rye- popping; tlown 
Ji^ure) ami hhhe line It Ren His Jiuivc. ton genial I oik 
philosopher); ^)ihe “ I ra^u MLilartsH." uiraally a woman, 
tklilti of a dual raeial inherit jjxc. who irio t<i "pass Un 
white" m such lilrns .is Pinky ( 3 "MSri aiuf fmibittvn **f t ifr 
J 1934/ 1 , or. in a mit sn ira^iL form, the denn>nl/ed 
(Hulalln nun. devnrnu and ambitious, lor eymptc Silas 


] yikh ill fftrf/t &f\} Xittn?tr. -kj ihe “.Mammy," the tai, e,in 
ranke Polo hiu nhunaleh vyrnpaihetic Jciiials sen all f (die 
Aunt leniusu "handkerehiel head “ tx'in^ a variant) \m 
example. EfatTie MeDanid in ( jVwr with ihr \X r itt*i whti 
oiten pros islo the human jdue that keeps a. 11 Limber nf 
htmwholds logelher; and M I lie "BlllL.” tfie hrucal, hvpel 
samah/ed hlask man. a Ji^Lire of menace Enhiruetl Imin 
die stap.-. wlkme UH»st lainous fllmiL incarnaiioii is |x rhaps 
t.LLs In ftiftlt af tt Xiftm. arid which < iertrgy Btuh rt-sLisi i 
Eaietl tor dec tinral pitij'HPses in die figure cd Millie jjonipn 
Rogle\ IvhniL pie s beyond ifie issue nt sierei>[yjH^ tip 
locus on die wai-s Ehal Alnc an- Aniem an |x-rloruu-rs have 
“sign if led amj sU Wiled tile rules Jorsed on them. The 
horrify ol hlaLk peril imuiice. for Hitgje, \s one of bat [ling 
againvk nmtininj; EV|K-s ami safrgoficv, a bailie homqlo- 
gou^ iei the t|iJ4PEklian si Higgle of ihfcc-dinienrional hlaiks 
again si the imprisoning convent ion v u( jn jpanheid-styW 
system. I hus hl_u k jwrhkrniance encodes m ollcn hani- 
ii^ed. amhigiiiSLLs wasw rhe "hidden Itarmripis" of a sufsor- 
dinated group. It svr we pcfhimiariLc, as James- t '. Scott 
poirus oui in a completely ditiefeilE collttul. as determined 
from above H we “miss rhe agency inf like aaor in appropn 
ating the per Icirm jiilc lor his own ends," A kind uf 
“enphemi/ai ion occurs when hidden I rail scripts! art- 
expressed wEihin power -laden si! mitiuns by adors who 


* t lear stxtaJ haeraichm jIshi mUnrii ilx practice ■■! sutwnui' 
innuJ ^ jscing 3 he evidunou ol ha^irn^ m Israeli t uieiii j. Jhit 
i-s jci 1 p II , reiliXE^ shanking sErjirgirn h>J iijiri’vikijiitin 1 3 in hero 
iL.-iianunalhr Jllnis v-r iIil- .iriLl E 4 U. Vkhnh hHiowd on die 
l-srii-lL-;\rjh uhihIJuu lypnatty teanirixl hifi«k I 11m hradi Sjhus. 
I»la\ eil hy f un-pejn je^^ 1 Ashkena/is,i. fighting viLIjhhnis AijJts, 
while Sephardi Ai jh- (c-vush atims aid s liar ackers had MtEualU no 
jiL^l- j 4 jII 1-stqii in clic "degraded" roles ( k| .Stu^hni Auhs Eu 
virtually ah die resent pidmv.d III ms., m luiiiljsi IstjhIi 
r h alesonian Ji rors ami nun-proiirviiHihjh pl.iv * hr C'jlt'siiinan 
ri»lo SulJi ^.asiihg. ai e j 1 1 1 v In 1 hi j,|iii m^ey alfiiws Ini a iilikJ 
iL um nr ~w|f isjirsw' man* in in rlk- form of jouis "niuewiii i ng~ 
iheir nar^Miaf kJriiEio. A11J ar lirairs 1 h ■ F^jL-siuiun atfcirs iciu 
jnuatli Siik LsJ rjilik.alujiM>n ikL terrain scenes In <.10111 rdno 
I" Jcsi ihi jii jl tors bass ov» fxvu ta^-r a^ hr.kh miliun nifitL-rs. 
rhe sass of M ,i k rani I lou ri ui /i*r fie i*f the ijrah and m 
I* jlr>i 1 1 1 1 j 1 1 hrlpibirii l i hn U rtlriiTif in f 1 jhiff) K in ninre * m t asi 
mg in 3 sTJi ti Cinema h\' H3a Mndur. /oa fit * 

t/v •• Hi f HfprfifttMttin 1 AijsIiii t Olivrrsil> nf I ssas 

f tew. IMfiKi 

■ h Srr (itnehen Hatadle .oul £ bailee SiUe "Kmic-i unniig 

Aruehrnnmn fmlians in .AnnrMiuaii hihn. m RjihIjU M Mill r 

lvJ. lh t hmtfrurbru t*p7t i ru\ t fau‘ L if\* • i fhttn (trvupi 

fhngtrwiMhil \ | leniiibb S t f/it, I'I-kli 

*** V'e Wjrd £ huh. I nil. Aa^waa tfi vf i/r .Uaarr $ rfrrarirre 

f tnr*fTii *trtii ihr i uvn \tf ,4 wre rri ,or htdtiXit - ' MnniiKr. 

Maine; ^ ommon < iHirjgv Press. IWif. p. 2l~ r . 

" Ihd., p. 1 \& 

3 01 a thorough Jjiiu^hm pJ iKimn- H ir/| Ukr/rn kidim j 
N'jiive Amciian punk of view *rc f ilwaEd \ jailNip'c ecus in 

Itftot iJiLurlrrij, S hi!.. 41 , Nik 4 3 UMI) 

^ See £ hoiuian Met/. Ihr Imj^tmAry Sign t fir r, tu I hr 
tmjpnjrf Sign if id. ISfc Jml thr i trtrn ut I fiEihiniinglon 

I rid 1 . liu L 'mversitv Tiess, pJH.' ■ 


21 

r/H#ACTPdPk 


4 


. 


ft nr 


action 


prefer iu iviHti tlii* sane Horn lfi.il; .1 direct sExEeHletll might 
bring. *"* At their best. black pnlnmunu^ linden Lit 
cttrmlvpra Iw individualizing the Ivfsc m ^lyh standing 
jbcivc it. I Lit tii: McDaniel's "tla ruin iyj Ell hcivdllrt*. hi t 
wav of talking ScarlelE fight m die nt, ^ tihfeJlt this pro- 
jec t . t r.md .1 led jj>grtwivc fu >uil it y 1 * *wai d a tmc i st svm r m . 
£ htoughom, tingle emphasizes ihv resilient imagi na r in «n 
H*f li|.Kk performer* obliged |4 H pl.il. Ag.llilM sCTIpt Mild Mill 
dm intention*.. ilieir UfkjLliy to in mi demeaning r*ib turn 
re *1* I aril imiurilUIKt Mild lluis reveal the “hidden tran- 
scripts" of black lik". ^ I hils “each major black Ms tor of 
the Jay managed m reveal some unique quality ol n)kf «f 
personality tfm audiences immediately responded to. 

ho could forget Rli tangle's urhaiiuYf Or Hndinifr i 
cement mtaer voice? Or [ miisc lkavers ptllity? Or Hairir 
Mtl hjugfoinc**r w ' 

Historically. UulliYWiH.iJ hn 1 fleet in hi Ml k per- 

tnmH'h how ID corriWm in 1 1 s own sirreoivjiev Liijim' 
Ek-As-m. whn«- Vi^uc .h.ul no (race nl dialect or uiuthcrn 
pAiois, had mi \% hue 1 1 herself in 1 he southern drawl comd- 
md torn pul Miry for every black eubiltern. Ruben 
E npuiiMrlkii^ HaUyu**W S/mfffe \ |9K7( yiifiiev 1 he>e raual 
l 1 1 1 hi i' 1 iii in 1 1 s by having whirr directors cibli^r H aik actors 
M* conform Eh P whirr Ctrrrokypcs a burnt bLiiknoa. In the 
film, thv wbiir director* give lessons an ’.ireet jive, gesture* 
Mod mannerism*. j II of which chr Shjlies[H i iirHiriented 
black MUi>r-|inpi jgunhi Jindc supirody distAstefnl. J he 
pn Pt Agonists own dream, pmenled 111 j lantjsy sequence, 
i* [hp pi j y pint ignuis hero rnlrh iuih j* Super nun Mild 
''Ramho - Lir iragK min like king Lear. I hr desire turdig- 
nibed lirAiiiMtii jnd socially prestigious Rilei reflects .1 
Lilcxire in he taken seriously., ro nut always Ik the bulk of 
1 fir joke, to win access to I hr generic prestige hi^ufioJk 
J'islk kitrd with tragedy Jin! epic, even if this desire is 
relayed, pamdojdcally, in parndic form. 

A mimkr hpE diikctLi dn k llij 1 l 11 1 j r ivc address precisely 
1 heir iwurv J W AfeAta Vw-rr: Xtrrtl j dmeririiJf frmidm 
S I l b) I J critically diviccti thr pn rl r i\ j I of "llidijriv" in 
I bill vw inh.1 films 1 in l I Lid. j rip Oam-fs rrr/A WWiti). E 1 !!!! 
I.lil js jul! RuIhtc 1 1 jpnpiiMn " c ti ve- p j rt /wwjfo of fndtitfi) 
(l , >“ r ' l >f csjmines HtillywtKd films .0 puMryor of Nilive 
ArnrrLL.in crirreoiypr*, as dors thr Hritisfi ^lw l/f 

Amem jn InAuw. HLick Hiftary: / mi, d*iti Sfrared, 

njrrMird hv H i 1 1 t ndw. LrUkijn."c the hislnnsAll m^rrpre 
h^nt At ions jrid stcrrotypi^Al pirtr.ivMh of htai kv r U HI 

Ripji'% izlhnii Xtriwm Silt^scs ifir pjil! LMtlserd by Mem>- 
tvprs incAMLalrd in r.rust LjrtiHilK Eoyv jnkd liltkl^. Hi M 
film which jJ I cm Ales ritAliom «t rjeol inMtcrub with 
interviews «itfi Afriun Anirtis.m prrbittlkrt^ Mild whinl 
ATS. (illHl] Ribr's l-r&rrf ffrrf, f- rtim $ hrs 

drplovs llollywiM.id lilrtn JFkI Arellic.il niMIrfijI Mi enmmu- 
rik Air j vision ot culturjl donnn.ilnm from chr Mcskjn 
vidr. U'Vpicp h'tile h 1 / \ 'trnrnl ( 'fon, 4 him aUhjL [he murdrT h> 
while jump workers of A < hi Hoc American whnpm rlwy 
took chi Ik’ Japanese, uses media rnAuruLh in itv p,rtrjyj] 
of xftia A.MJti diwriininarioik, ^. alerir Shh,- ^ AN Oriental j 
I.#b&3 Nw Sit Rtf undercut* die omiicjlifinp "nurk ut rhr 
plufjt" by liAcin|» very diverse Asian- Americjn liir\ ili>- 


iiiju- into one Another, t hrunnc ("Inn Ami 3^erier 
1 MjiruJkS Ytttttr Mr blues iusTM}Hivr\ meijia inupen wirb 
cfk' Ml MiA I shlimtihhis e if AsiaoAiwnanc IVborjh b irr's 
V4iyfw^ f/v firulJy, lim^ film clips (r.p.. //v U tfriW 

nf IVrojifJ jnd inrrrvirws 10 show ihr wav's in which 

Avi.m wnJiiru have kvn srrrrotypcd as dixalr And rxotic. 

Mark iii Ripp\ f .etar .Adjustment ( 1 992 f rhmnidc* rhr 
li 1 m li rs nf hUl n-prcsrrn Jtiuns on trlrviskm, In mi rhr 
i .if il atij taI hL.lv \ lH Amm ami .Twi/j throLiph hf.n,k silroms 
like f ttWif limey rfuoLiph AVnj k. which m.uir wav lor thr 
Li! lint Air hJ.uk Aiucthjo fjmily: thr E Eu\t.ibLrs of thr 
i HPsfw Show. I hrouphLiiik, f.eAvr ANiunmetU sprAks Jess 
a hi i-lli "AUlhrniic" r r present At itm than jkun the Jiirul.i 
rnrm.il p.irjdi^m lurkikij; behind knost of thr shows rfir 
idrjJirrd suburb ah nuelrjr JjiihIc. £n one *y\ ibr qiHHCcxI 
proprAmii, 3-.dith Ikinkrr prjtsei tdAck progress: ’ I brv 
llsl'lJ to jJI lir srnAiits, aihE nuids. And wjiten. And now 
they're bwyers .mil diN.Eors. I bry'sr come a kill}; w-jy oN 
trlrsi siesn ! " HlM this si rniklMs tm! meliorism, ( uiat 
AtfjustmerU ^Li^rsts. is d reply m.idnjuAir. Ksm if idrvi- 
sion offered nolhinj; bill endless f -why Vwm L muhtllg bkU 
the rmist positive of images, the rolls telr sit union of 
ALm.Ari AmrricAiss wniuld not UesessJfily Ik SIMbstantiaily 
improved, t War AdjHitmettt under lints this contrast 
between media iriiA^e aiiJ ^nul relllEy by sLlggcsELVely 
j 11 k r j pos itig sitcom episodrs with diKumentary strrer 
foot Age, sHHiielimcs Iw way o| ronirMsr ( Jf*r Hum/i 

versus p.ditr rrpressinu of Civil lights marches f and some- 
times hh- wav inf Lompjnvon (anti • bussing demonsiratorv 
hurling rjii.il epiiheEs luMjpnwd with Archie Hunker \ 
rAii.il injnuiesf hade m £l L IH4), finally. Aggfo^ivrJy 

orchrsE rates very diverse maierkals: a capsule history of 
blacks in lllms. AlEhuvser-inflyrnsrd rhrnrctical intervrn- 

11HU1S. tlips ffom leJlufe fllnis < Itaygus Tax* f}rneti, up 
musit and A fiarsi hlEEktlg vnicc-EWrr itimmrmAr)' alvour 
one man's experience nl racism. The voivr-tpwcr b*rnsrs on 
"proxemis" forms of racisni; rhr whirr mot or is t who 
iriM ins lively siisks ifu- tar door lock upon seeing a blj^k„ 
dir whice inaircm who s lurches her purse 


III} I I Ml IS Of Till STE RIOTYPl 

J do oh » r piopise np summarirr the workfin xiernvtvjK's 
heFe; father, I wihLkld hki- huih to argue for the import Ante 
■ it such work. A ltd raise some mrriiHklotivgieaJ questions 
.ktvimi m Linder Jying prr mists. II Atu not impJvang 1l1.1t ihe 
work ot the writers men lionrd earlier is in ariv wav 
rrdiiciblr t«» "ssercotypc analyiis.“) t o begin, itonitypc 
analysis has mule All indi^prnsible H.ontrituktiH>n by 1 ) 
n-v ea I ing oppressive pai terns ol prejudice in w hat might At 
lirsi glance have seemed random and inchuale plienonic- 
na; Jf liighligfning the psychic devulAEitin Lauwd by sys- 
rrnutically native pHirtrAVAJs. rspeeialfy to I hose grenqis 
.Lggressril and imprisoned by I hem, whether tlmiLigh 
interna I i/Ai ion ol (he stirwHy^N iheftUelvei, or thnuigfi 
the negAMve effects ot their Jisvcrmn jHumk A) signalling 
the wvciaJ funclionAhty of stereotypes. deiiKuisiraling that 
stereoiypes were not an error ol petequion bill rather a 
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hum nl ’usual iMin r-iil. intruded is wliai srall niiillhct 
Alkr, i d the Al tern a Cave Muwimi, u »' > hulls ill 1 

inuj*r- 1 Ac ihc same Emit.’. t h l- “nr^Jiivr sufrnh [v'jmsi 
tivr inu^ appmadi is quesi in n able Emm 4 ihrnfitual 
11 bL'i h 1 : kLi iIl i^el .■! m J ndf* Mil E . erM ailing .l number 1 hi pit tails, 
i'lfii, 1 fii- 1,-fciJ ns 1 vc pfrimiipatiun with inures, whether 
ptKiitvr 1 ^ negative. Lin lead eh .1 kind nl rssiiHi.il ism, jv 
ihe tritit rdtiirs 4 emiipIcY elivefsitv ol pnriraiak rn 4 
limiied we nil reified sutc^tvprs Siu.ll ■. ruit ism is juhp 
iniML-jn: dir trim, fnfuo eemimlv diverse fieri v? i1i.lf.il 
trrvsnui ptc-t«jblmwd Ulcgtirici. Sueh red ill limusi sun 
plifiejiicim ritn the n sk cd rrprnehu inp the wen rausm 
l hen’ were initially designed w enmkil. 

I hh ewrmjlism gcnef 4 lrt mi Ms wake .4 tertain ahuuui- 
4 ,'isms the 4114 lyriv tends |h * Ek vum, nut atkiwinp Ih if uinra- 
t in ns , me [4 eih irpllt pws . thin pet < 1| va k-na 1 , .ill e red i lj rn 
tion. m L^ntiFtn chr hufnrn.il instability nf the sieremypt 
Sn nir nl [hr hie hath steroMYpes invnked by IhinaM 
|in^li- L fnr example* were iuie tiripirully arm-hlaek. Prinr in 
IHlW. the weird “emm referred d> rural whiles. heumiinp 
4 fjujl slur nnly jniLiml IW-IK. The serm "hntL" At tJil 


time nl the Anuriun rt-vnlucuMi, meant .1 'dadnrip. sink 
vuunp mail, .md Ih-l ame 4vu muted widi blanks nnlv after 
IH^S. +H Stereniypi- .iruhsis alsu fails n* rvpism ihe w.ivs 
dial inia^L'n mipht hr dkjjk-tl, htt example. by st flu Hard 
ilia ripe* in the L'Lijumnn. Huw tUv nne knHKilc tin 1 1/1 
Mexitin” trnnn the “preawr lilins wnli du media's ilk 
gal a! ini nverh eager in wnfk Ihmsj; Em meis ,m half pav:? ( hi 
[hr uther li.mi!. inures m.u ihanjiL. while dw tune I inn 
remains ihe same, nr vm versa. M.u In ns King's dm unit n 

1,1 hint’s i Vtrtl. iktMtriiitten ami ffy J17. itf ftfiiiM-wt fiiddttt 
/ r.tri^i rxpl\ I NeTt 3 hviTi; Yjlf, 1 p ip 

I lu ! phrase "hidden trattn tipis" is Inun ] aim's i StniT. 
IhimiNiiftlttf *#W fK- Arii iff knt -JJ-rJiY /jf tdtfftl J r,4 rj i, I New 

1 1 jit'll Yalr. | L ^M3l 

Ml I Donald It^L-. Ihmiis, t smiiis. MnlaitiX’s. S I jiu rn let 4ud liutLs 

■ Ntw IhiiL i niiEiiiiium. V*H'n, P W> 

k tjw xed m frrtitff f'tJkan jW ,Verett/jghrj. 

I'uNiljiiiih nl ihr Ylietiuiinf’ Mitwmu. Stw S ■ ■- 1 i. 4 m iIMJt'l.i 
Sr E hi itj H RciesllJ^r. / Jw U 4jfri i*f H /#rfrtinj ALjifa i iij//j , /v 
3/rfiirjfjf ^i 1 //ir ylmi |, w4N F#flkiiij( r i"Lr.. (fxitftdbtt Vrhn. rmh. 
pp hH JtH 
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iary Ww i especial I v h i'll dm point. 

t-vpUim rh.Li the rule til she 1 ’iulc Ti*ni nm m reprr- 
w»l IiL.il Ls hui radii r in reassure whiles with a conihirrin£ 
image ihL li L k k dnviliiy., j Lhsi as iht- niic ol rliL j black bud, 
ever since RnriFiHrucikin. ha* hern m frighten whii^ in 
h ► n . | e - r ci h miIh » rili 11.1i r duin eo ctile niampiiL.uinn,. .1 ckijiT 
invented hi Si i 1 1 c hiL-f n [liuc-crais I)lii *oh*cqiieiit(y adopnrd 
hy c Kl- Ri-publiL .in Pjm. L hr pi i-.j i is e imj^L^ o( black -cast 
rE- 3 es isii in l l i mecf i l-s I i Li- t l/ffrrftil Sfmkfi j nd / fw /e/ftrww i, 
I lftnun iifJV argues. idealise "racial harmony. ^iHilflKC. 
jiui individual mohiliu and dius ~detk-ki am-mion frnni 
i hi- persistence nl' racism. iiiccpialiEi . .uni d liter cm i jI 
power." * * .'icLTOUvpi^, mitrLinrr, jn- inseparable from e he- 
ld iLg hisEorv 4 pi l nli in t.i! i-ii J lu- " sambo" i \ ]H- ii 

tin i Pin- level nirirL' j h. i n ll iTk sc n bed characECfiikigical 
jitki jnrijEiiPii oh die intaiiEilking trope. I he “tragic iiillL.ii 
iip" S iigu re „ in die unu 1 v liii, is j ijiniorurv hi g li n 
premised mi the etojk- ol purtu, the loathing id mixing. 
l 1 1 . l i . i l i l' r Ls i i l ol .l l r ri.iiiL rat or discourse. M.m\ nt e fu- 
se amlakuLsk racist si Jtcmeno, tl isc nurd in rlu media. urn- 
ilark. Ait 1 ™ aa‘n!ri«: views than throwbacks eo imiloiii.il 
ive discourses. E’V' commenlator Andv Ktmtlcv's wukiv 
censured remark thai blacks h.u 1 “watered down their 
genes," wen in historical pe jsjxu: e ive .. is not j maverick 
“opinion” hut railicr a reiurn m die nostrum s ol “racial 
dege rierjc v i h*t irics. 

I hr ten. us pies and "had characters milv slides 

i iiep i moral ism. .nut thus mm fruitless Jcktcs .ihoLU ihe 
rchiivr virtue ol fiitiu* chjriclen. (u-cn ntil as konsirutts 
hill as d Efu'^- wmr ml Ilcxh-jitd-hhKHi pcnpk't and llu- 
uirraliUw of their 1kiimi.il jetinm. I hit kind nl jnthm- 
[uxl’iiI rit mol-jlkm. A c,plv riKMid in Mankhran nntiohs 
ot yj khI jihI eiil. Irjdk m politiu.! wwies K'iii|; irealed as iL 
ihey were mailers nt individual inorjlilv. I veil mrnpln 


Jieu (Ui j I E K A I c veil I s bti E PllH* 

iiiipralm phyv in wh^h viren 
« pills Aoiffivan htfp o lIip funk 

j^.iinu iSt- niitni#e+l Third 
^'pirkf vitlainv I "he irLirrEetT 

eiI ifit^ 1 Lk-niPPrki/jEippns i\ jvir 
iulk- derived trom rnlpinialist 
l'I Lvl l ■ 1 1 e sl - Thus- Eiu vfi/ki.-jp.jiri 
|>prirjvafs nil its enemies ilrew 
tin i he “ \t.i n u lu .! ii jllejji.iries' 

- D .■ 1 1 Mnhjnied .1 ot eotnnijl 
isrn: iIiils the Sjndinkias were 
|ipprirjyed as Ijrter-iiay tundi- 
dpiv, ihe mesELio Nneiepa was 
iiudv eo iiu.Lrn.Lce .iiij^pi pho- 
bias jfnn.it I ali no men £vn>- 
ielil, dru|; tlejlni^. ViwidiKi 
[UJstisinpk ,i ti i.l Sridjm 
Huswin lin'd th ► e rigger 
she ttvcericxi nal memory ip! 
Nkidrni IjiijEkv ,ind 

MI1V 

Stereotypic jn.ilysis is jI-m ^ 
covertly premm'd on Eiuliiid- 
ujlisiu. in ifui i Jit- uufnidLtjl eh .irjete r, rjtlier ihjn larger 
sluuI categories (race, class, gender, nalinti. sexual orirntj- 
stLinl. remains the |*nmt id rek- rente. InshviiLiul morality 
receives more Jttenuon than I lie larger st mlipjr j t tons ol 
power. (Thus pro- business "tontenl analysis" can, lament 
without irony the E \ "s "stereotyping .' 1 p»I American Ihlm 
ness men. lor^c ttiriy ilut tefrvision .in insEil m ion. at 
least, iv jx'micaU'd Ln tfie cnrpcirale eifipn^-. ifiaE it^ colli 
mere id* and even its shows are eomniercijls for business. 
J lie- he p% ils ppii individual eharaeier .ikri m ivies ihe wavs in 
wliii/h wfippli- cidtiirev, as opposed lo inilivttSLials. can he 
t arkaiured, w Lihuui j onyk- character fu my sleretrtvped. 

I he leiulenEbonsk’ llawed mimesis oi mam hi ms dctlmj; 
is i e fi the 111 ini W'nrkt, vs 9 e h rheir mnumerahk- eihno 
graphic. Lini'isistic aiul luji Eopo^raplik.il hi Linders, ior 
example, has k-vs in do wnJi stetpiilypev per se ill. in with 
the feducMve toptii pi! cohmi jIise tliscoutse. I he topo- 
^raphisal esserti Lalism iKje reduces Alrica Eo jLin^le or 
\rahLa epp lIcscte. sirniiark. hvpasses rhe issue ot vtereoiyfx 1 . 

I In- 'pk i.lI instiluliEins and cuhural pranices id colon i/ed 
people can fu de lamed, vimilark wiihout the issue ol 
indn idual stereotvpes etilering inEo the quesi ion. 
(. oluieIcvs jidnis and E V pioj' rains reproduce ihe 
huiLseeaiEnc prejudices ajiJ i fist Alrtcan spirir relipkins. fpir 
example, by re^ardm^ Ehem as supercilious suits rather 
[han as le^iumate be Licl-sy stems, SLLsfi represeiitationv 
encode a superimposed series ot ^ t-vlcrn hierarchies work- 
ing Ipi ihe dc-E rimer E til African religions: oral radier lh.m 
written, tlu-y are seen as lackiii]; the cultural imprinialur oh 
the regions ol die UmeL I in lad tfie lexl simply lake* dis- 
eiiki tfmkiriv form, a* in Vphtuha praise ’ri»n^sh. "a*eii as 
fu.ly thristu raiher dun rmMunhdvik 1 actually a misrepre- 
wuiaiiEiiL nl many Air Kan religions) , as vtipCTSt ii iehc^ rather 
than sl kihiIIl fan in her ita rice I mm the fHwuivhi view id 
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religion jv evoking Imni myih u* * eIi^E^v to sc iein i- 1 - „ 
.likI as disturbingly corporeal jjuI iimEltscicndy snhhnian-d 
Hor example. involving actual animal Mintin' r.ither ihan 
symbolic or hl*E btk .ill v uinmirninrji pic Mviifice). 
I Jiaspciric syncreEk religions ot! African origin are jlrnost 
invariably t aricaEUfed i n domin jih nucha Him //»? 
thtifim I lVHf>) prcnnli the Afro-< laribfvalt religion uin- 
tfrtii as j l nj I r dominated hv rmj.il child murderers. i I lie 
film's appurtenance Eo ihe Horror genre betray* its vikful- 
Iv fhutiL attitude eo Alnun religion, I [ he Michael t airie 
comedy Hhmt fi an fit a f 1*^4,) meanwhile. stages ihe 
Afro- B taxi lian religion ol umhiitnLi as j \ Irrnclk orgy m 
which the prieoc*s irmtf df umia\ ijtitcx mil amorous 
advice in I" nj^J i>hb eh p ehpuFises, J he electronic media also 
participate in i h t * t dcla mature punrdyjh I oval 
"I ycwilnes* News" reporters, in New York 41 least, ice 
i rfWmJ as .1 problem til Jaw enforcement, m an issue of 
Artk-lty Ki animals." Habiiujl chicken eaiers Fxioine sud- 
denly horrified ai rhr ritual slaughter ot dikkrm. while 
ullicijK opculv call lor an "end lo sameria," j call 
on thinkable in the ljh nt "rnpreijblf" religions. In sum, 
Jt vjm cultural mm pi PC can He defamed wiihnut nviHirsc 
To j ch.ifju.tet ilcrmiypr.^ 

A moralist it/iiulh id lmI He u approach jJshp igmafe* die 
iLiJicr.idk fofy n j.e me ol scerten ypes. Black figures. m l oin 
Morrison * words. come in Mgniiv polar opposite*: "< hi 
Elk onr 1 1. 1 ml. t hex sigintv benevolence, harmless 4 Eld 
vrvilr guardianship and e rid lev* love. On the other hand, 

1 hey hive corue to represent in&Jfiily. illicit sexual MY. 
ch-ikis ," 11 1 A mor j I isi ili' iiuhvidllJ I |si k approach .ilsn side 
sirps [he issue ol 1 he profoundly relative future hi! "ninfil 
n y. eliding rite cjuesiion ot posimc tot whom' It ignore 
iHl- 1 .ue that oppressed people might have noi only .1 dil- 
terrm vision ot morality, hi 11 even an opposite xisioit, 

Vi hence (he African-American (H iklum Un 1 overling du 
ethisjl vdtrncev ol everyday lanjillJlge. using the word 
‘"hjd" ti f melll "good" and lusiy ehi mejn “ihe hesi." 
l.ven r]u- [hc.ilogne lows its uciiim mi lira m j sum lion 
HPt JiiiEeE ^kmJ oppressiiiu. An inn vkserv. Ii»r e%jmpk. n 
might t>t- admirdhle md iheret(>re "" gn m ih, j " 10 lie up, niAiiip- 
iil.ne. jiuI preU murder j cLvedrivirr ITu - "^miivc image" 
jpprojih 1I1 ns ,iss i.n nes j hoorgenpis nii»tjlitv iniinuiek' 
linkL-d Ei p sE-itos Hjuo l^Hililiec. ^i’init is seen Jts "piPMtive" In 
[he iloniin^ni group, e.g., the jses inf ihovr "InJiao^" in 
western* who spy Uvr die whites, might be wen js treason 
by iJil- dnmiiumd group [fie ukm iti f totlvwoml w.o 
not on u poiirke itiiages" but niiJirr on nruges ot racial 
et|ualiry. image* ol anger and n-iKiJr. 

J lie priv i legl Mg h i| t Ji ar jl 1 ex over narrative ,iimI Sixial 
struct n re places the burden on opprt-ssi-d |k'iiple to he 
"gc^id rather tium him [fie privileged m remove sfie knife 
from i he h al k. | he h ippressed. in h irder eh * he etpia I . are 
asked to he her Ter. whence all ihe iroii "ehi>nv S4rnis“ 
tBr^gle) ol £ loflywoitd. Iron! I ouiw Heaver* 10 hmutitw 
t iff (T'l^lf, ihnnigh Sidney I'm tier lii f'fv Ik ft tint Own 
i I '*(■■ If to UhiHipie lioldhetg in i Lira' f/r*iti tl b JKf{| 

I fie saintlv h[ack turms a M.iiikhean pair with Tile demon 
black, iurthermtire, in 4 moral islK wJiem.L remintwent of 


tfi.il s t rue m ring i in dv Sky 1 \ K H \\. SauiE* tend to lw 
devevujli/ed. deprived o[ normal human anrihlilev, along 
tl it* IniL’i id the "hlaik eunuch." vast in decorative nx siiti- 
*er v Em 1 poses A- E hr privileging of positive images also 
elide* the parent di Here rices. I fie social Jini morjl hcl 
efoghwvia. tharaci eristic h I ailv s<kijI group. A cinema ol 
pisiEive images. ch^raCEef tred hv a liending-ovef back 
w,lfds not -to- he- racist aicimde Exlxavs a Lack ciinfidcilcc 
in ihe group pon rayed, v fikh usually useh has no illu 
skntc concerning its own perfection. A cinema in which all 
hlatk characters revrmhlid Sidney E’oitier inigliiE he js 
mus ft j t a 1 1 w for alarm 4s intie in which they all resembled 
Step ei I c-tchiE. Hie coynicrpafl t>! the "ebony ■saim'’ 
( 3 -htgh ;> on the other side of the F 4 uaJ divide ts of course 
tfie ivHPtV deni on. i.e... ihe p 4 lhologically vicious ran,i\[: 
Kkhafd W idmark in Ae \Wn or Bohhv llariti 

111 fkruitrr faint M^ 6 Jk Nuch films Id the “ordinary 
xjiisr off the fuHkk. unahJe to rcingfltrc- himself iri ihe 
rat ing psychcipjEh* on the screen. 

Image analysis oflen ignores die isstie ot function, 

I on eh p s "posuivc" i mage j in the I one Hanger series, is Inv 
inipcutatn shiin his struciuraJ stihi prdtnat ion m the whirr 
hero and ehp cvpanslonisl ideology. A cenam cynical inte- 
gralHinom, similarly, simply inserts new hefiK"s and hero 
1 new this time drawn from the rjnk\ hp! [fte h ppiprcsw’d , ijiehp 
the old functioiuil roles that were rhemsclves oppressive^ 
much jy colonialism invited a lew asomilaccd “llalives" to 
jtnn ihe chlhol ihe "elite." f ilms siavls a% /if x/at Hrdt af rfv 
lIMfi^}. /'hftitoV /Vin / 1 l%J) t ihe Htitrly / hfh f up 
loH'i. ] ■• 3 ^ 1 %efio with f dthe Murphy, and. mute ccim- 
plcsh% I+frp < urn pJacL 1 * black characters iti the 

ride ol law enforcers . Ihe ideologkal Iueweihpu hp! such 
images resemble s char psiHUed out m ttanhes’ [atlHius 
analysis nit The fans f \tttuh cover Featuring a Nack soldier 
in french arrm 1 uniforrli. eves upraised, sal tui ng what is 
prt^umed Iv- die french Mag. Ihe message, as Hardin 
f^Hrih out:, is that all ci|i/iiis. regard less of e heir %Hp|i>Ltr. 
can serve law and order, and die black soldier A /eaf in 
serving the established law is e lac hest answer ehp srjEEsv 
black and white, hpK th.n socicEV 


14 nsrt-c livi:. Ai>i>mss, focali/ai ion 

\ pcisitoe image approach .dsiP ignores ihe ipje^tHMi 
ini’ |Ktspfc S ive and address. Mt’r caiimn ec(uate ihe sirrLTP- 
upitig fKrfi>rincd "from above" wirh sEcreolvping “from 
IkIhpvc. where she stereotype is need as it were "ui c|uuies.~ 
rungm/cd as a sfereorype but birmiug part sd a scrau-gy 


I let man T luv. ' and Ehc Ni-w Htai, l \Un Hlack 

M jIl- J r i i j g; I , -s i it brirne- I tme SiEu4.twrti i HTitt^b i nllnrr 

*uui *rJS WJT* ' I I p - H 

H, rl I lie secern SsEpremi' t « ■! 1 n dn.nimiiii i^Hi^uttd u/nrew as a 
Irpiihuie religion and hi ibis uiiv j landmark evenr. 

I, 1 I "til MiPtrivnh, ed,. Hm* t*t jf /ir-jrri r. b n fitnAr rrn% fator* 

mi Iprxra HliL i'Urtnit liwmjv Atui |/v t ttf 

Imik l^ntheon. 

'■ Ne IViersr. 'A'hiieHPn HUl 1 . iN t -w Haoii: Vilr, J a M/h p 


I s * 

r/ja ecenePH 


ili-it mmks I h hi 1 1 iIh' group hsl-H and rhe ]l£RiHypQ pm- 
jcccrd Hill 1 1 1 the group, The Chkjfto group “Culture 
t lash invokes stereotypes alxniu i ’hlsJtiiw. but al wavs 
within <k sympathetic (Ticino pcnpccmx, The notion of 
positive images disallows “insider \aiirrT i . c . . the affec- 
t ionite ^JF-iriLxkcrv hv which an ethnic group nukes Ku n 
or itw-lF. Spike lee * Schott/ Utiz? \ I UNfl I subverts the segre- 
gationist MMimn atioiis oF ilu jIl-Mjc^mukilL [entering 
i nst cad j !<[Wii- in which go explore im /a -racial Jj^ ten- 
' 11011*1 in the Alrkill A r her kin community. Instead of the 
usual mirmnunirv delegate status ol A}ro-Anu!rkan^ with- 
in mainstream cinema. Schtm/ I hist I i Ik 1 ales narrative 
*pace lor the playing mU ol the coni rad k turns of 1 het- 
erogenous community. demons rating thr confidence of a 
director who, whatever his hlindspon (es|x-s, ially mi terms 
ol gender jmj sexuality!. is ready to give voice- lo a 
|n>lvpkuny or ct will hriug Voices, 

A ’"positive image" approach also elides kvLir^ of point* 
hi| view and what t petard Ipcnettc talk “toe aliftltion. " 
Menette s reformulation **l she classical literary question oF 
"f« 3 int ol view points beyond character perspective to [he 
structuring of infornuskm within the store- world through 
die utgriitive-perceptiijl grid o( its “imh ahi tints. " 4 1 This 
concept becomes prod UC 1 I ve especially Icnj liberal films 
wbuh furnished the “othef" With a “pihimt" image, 
charismatic dialogue and sporadic piint-of-vitw vimic but 
where L-uropean tsr American characters become 1 * radial 
mg centers ol conjwiousnesv" and Tillers' lor informa- 
tion. the vehicles For dominant rachl/clhnic dixvnur* 4 -s, 
Many liberal I toUsunpadiin flints about the HiirJ World 
nr about riunoritiJtjn cull II Fes m the First World, for 
example*, depJov .1 L uropean or Furo- American character 
as mediating 'bridge its Other CLtlrurtS |Hirlr.n.id more nr 
W-ss s\ ril pal Jielic alii . I he first world journalist in i/nder 
ftfHlWC.*). StitiMkr il'mh Mining i Vmll Ifv Ynirtpf 
/ii‘Wg Ifongcrpuf/j | and 1 ’m'Ic . j vf / deceit (IVtfJ) 

inherits rhe "ill between" role iraditii mally assigned to the 
colonial traveller, and laier to the anihropcik^gthL J.e.. the 
role u\ I he one who 're|x*rt\ bach," hi early ethnographic 
Films die jmlmif^ugi^t served as “mediator" between the 
western vpii.uiiis arid the alien tiihure mt the krrcn. In 
the \\ i-Mcni- whn Hit hard Shirk in cdlb the "nun-who- 
know'fh- Indians" rtledialed between ~c 0 ilj/ji u 1 rT and “sav- 
agery . *' \ he mediating character anituile^ the ipcc tMnr 
into othen/ed cHiitimunities. Yhv [sipIlihs n| mediation 
impli that J bird Wndd and inmoritarian pri>ple arc inta- 
pahle ol speak inj; im themselves, I nworrhy nl siardum 
either in the monies or in poJiticaJ hte, ihcv need a go- 
Ih tween 111 the st tuj^gle hi r ernaiiiijiat jhpii. they k.aririLit 
represent themwbes. a> Man said ol the prolctarui. "they 
mi List lx- represented." 

I he FEKjli/ts| cluraaer whose p u ru -ill - cuw predomi- 
nates need run he rhe "l artier" ol what He i^ris L's^k- risks - 
ca l\s the norms h cl the Eect." OswaJJd t .Vnsi m 1 \ jtniv 
,\ fgn ^ in p \ ] ■*) S4 1, Fh p r example . is e n 1 1 rel y st r uc S u red 
around the pers|x\tivc ■ fF Ms UxaJ character, an eldcFly re- 
da vc, Hut while the film apparently presents all cvcfi^ 
Ffhpmi Iiuo s |xiui[ ppF view- sn js to elictE [p>tal sympathy. 


what the film elicits sympathy hu is in f.Kl a paternal ism 
sispnji m which "gPkkl hlasks ate to lease their desiinv in 
the hands ol well-intent unied while alxililionisis. One 
Finds a related ambiguity in liberal films which prisilege 
Fun^H-JM media Eon over their Third orld object of 
sympathy the halcuinians in /found k, { 1 98 T) . the 
Indians m Austfjfr to Jmild ( t ‘)H4h the African Americans 
in Ntmmppi Burning the Native Americans in S&Uier 
Hlur (in tM. the Nicaraguans in if Wrr farr In such films, 
the I bird World characters have a so h*i drary function, 
even though then plight is die thematic Ihkus of the him. 

I i 1 111 k liberalism, in sum, chics noi alhiw oppressed jxropJe 

to play pnnilineEII sell -determining mpIcs, a refusal homol- 
ogous to libet.ll distaste for aggressive iihpii -mediated self- 
assertion in the |XfclmcaJ realm, /found A', like ipeKcF recent 
Mtiislle Fast din lien, such as f.Vrr/er nf £/n til and /Ae 
foitit forutnmfr lia.s iis hirst VFnirld pMHago- 

nisl (Jill Cb)+mrgh) explain Third Work] oppression in 
order to make rhe film s didactic thrusT paJatahle to a 
Western audience as the f ft font jfxr/e uF the apparatus. 
Ihalogne ami mise-ell scene corutruct her narrative cIhiItii 
nance, aligning the spectator with her a|~N plttic al human- 
ism. At the same time, t he ec|ua t ion ol km iwledge between 
sjx-ctatsir and protagonist which makes possible the lllm's 
pedagogical strategy In the b tUu ngsromj it chronicling 

I I anna s journe> I rum ignorance to awareness td |Xh|iiicai 
and sexual ineLjLLahiio, rhe spectator s consciousness grad 
Hilly becomes inseparable fmm Hanna s. In such films all 
the ideological points of view — both Palesrintati and 
Israeli in /fotma A , N»fl§l American and Nicaraguan in 
t tfdtr /-wf are Integra ted into the authoritative tiberaJ 
perspective of the n^mmrTaall^f who. gikllike P oversers 
a Fid es-ahutes alt the posh in im in such films, the Third 
World ch aracrers have A subsidiary Function, even ihihUgfl 
l lleir plight is the the mails Fix us of the Him. filmic lihef 
ahsm. in sum. does not allow oppressed people to play 
prominent self-delermining rn]t^. a refusal homologous to 
liberal distaste for non-media Self assert ion in the |xdirical 
realm, 

Snune recent films practise a slightly more progressive 
rwist iitt this bifoutifirijmdtt etc h tuque, ffnimhrfojri 
U S 3 L 3 3). a film about the struggle of the OgEala-Sioux 
against THI re press i Lin, is Em.ahrcd through a character 
whis\e very sense of self- identity o radically i ran sfor niid 
during the course ot the film. The hybrid character, the 
l BI agent (Val Kitrncrh who at first denies the Native- 
American side nf his idemiiy — he has a Native American 
grandfather - evolves imo a pro- Native American llgbier. 
ITe sjxxtatifcr acciukimed ur liberal point of- siew conven- 
tions is surprised to find that the "norms of the texi^ 
evolve d ramat I;. ally during the course of the film. Whereas 
1 Lima in /found A merely learns more aUuit the world, 
hut without fundamentally altering her structure of 
thought, the FBI agent in rhurd/^r/vdn underlies a fun- 
damental change in orientation. A lies led by what he 
learns on The Siottk reservation, ilium iiuted by visions, he 
switches s tilTiirah|xdilical allegiance, bringing the specta- 
tor with him, 
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cinematic: mediations 

E he privileging of Hkiil pcutNVjJ r ptoi and iluriit^r 
has nlU’M It’ll tn the slighting of (he sjhc ific .ilh l me math 
d iiririt&ion:* of the tiling; the analyses utun might easily 
In JVc been (if novels uf plavs r .idler ill, in films. A vih « n r - 
nughgoirig analysis has to pay attention m “medial kins": 
narrative structure, Retire conventions, tinfnulic ctvle. 
bun wen trie discourse might be relayed not hv characterc 
nr pku but rather hy the lighting. the I rami rig. the misc- 
tn-Htruf. the musk. Some baxi* qucuum* have u* do with 
the rjppttri r //r /kiv, the haljUUT nf power 4% It were, 
between fnnrgfnund and Vk'nlim the- visual 

jm, space has i radii inually been deployed 10 ciptftt the 
dynamics ol tnihorjiv and prestipe - Lit prr-pcr*pci rival 
Medieval painting, for example, vi/e wa*. correlated with 
mk ial sijiuv: noble* were Large, peasant* email. ITir cinema 
translates these correlations onto register* of fore- 
ground/hac kgrnun J , n n-sc reen /aR -scree n, h|vikj ng/non - 
speaking. i'hus, il is impossible to s|x L ak of the "image*" of 
a group, without asking such questions jsl 1 low much 
space Jo they ixccupy in the shot? Are they seen in dove- 
ups or only in distant long shutsf How ollen do they 
appear compared with the Luro- American characters and 
lor how long? Are they active, desiring characters or only 
Jcvorative props? Arc the eyeline matches within the shot 
designed lo flatter one character rather than arm their 
Whose Itfcoks are tec tprocalcd. whose ignored? flow do 
character positionings communicate social distance or dif 
fe rentes in status? How do body language, posture. facial 
expression . communicate social hierarchies. arrogance. ser- 
vility, resentment , pride 1 ^"hich community is sentimen- 
tal bed? Is [hoc an aesthetic segregation whereby olt* 
group is lulled and die other vi Manured? Are there subtle 
hieiarc hi/at ions conveyed hy temporality* subject is- i ration? 

li.it ate tfic homologies that inform artistic and 
ethnic /politic al representation: A sensitive .uuhvic irniM 
also lie alive m the contradiction* ktwccil lire different 
registers of the Him. /wBjf/r frivr. according lo Id 
liueftcfo, rhet ofkdlly condemns interracial love and yet 
* spreads the fever" hy making it cinematic alls appealing m 
tettrts of lighting atid mise-en scene . **' 

Point -ipf- view and the ei hit /ethnic "itottm of die test" 
call a I us f>r transmitted through sound and music faille! 
than c homier Ax a multi track audh^visual medium, die 
cinema manipulates not tmly piim-Mhvifw bur al™ what 
Michel Chiton sails " pci im -id- hear mg" {potm-dm Much* 
In colonial adventure films, the environment and the 
4 native” are heard a* if through the ears nl the cidoni/cr*. 
VtTn-n we as spectator* accompany the- h-i tiers ga/e over 
landscapes from which emerge the sounds ■>! native 
drums, the dntnosmind is usually presented a* libidinous 
or threatening. In many 1 Hollywood film*, African 
poly rhythms heennie aural sign i tier* of encircling *a*agery . 
acoiulic shorthand for the racial paranoia implicit in the 
phrase “the native* are restless. - What is seen as spiritual 
ami musical expression w nil in Native American* African 
or Arab cult Lire* become* in the western or adventure film 


a strikogi jphic index of danger, a motive bo fear and 
h pi tiling, hi a film such 4S / fttim \ . I fit tiy tfrf .Xftthttti'A- 
I W.VIh thr ‘had" Indian drums are foiled bs die ''giH*T 
marrial ] uni Ann-riL an drums evnraiivr of the beneficent 
law ami Order h pE white, < hrisiian patriarch v. t uluiuajist 
fi Lius associate the colonized with hysierical w reams, mm 
aniculaie cries, iln- yelping nl animal-like s real tires: the 
sound* i he tn selves place Ihmsi arid native on the same 
Level, not only as neighbours Lilli also as *|v-l ies-equal*, 
Alternative films deploy sound and music quite different 
Jy A tiumlHt Hhf Alt lean and Afro-diaspora tdnn, such as 
hi* o t*f H'Wfl flVltSh HdrttiWM# 1 1 WOb /'rftj rfr/fpr fir 
/‘ftftwiui { 1 WpJh and Siinkofit \ 1 deploy* ilrnm-Einr 
lures in wavs ili.it affirm Atriian iLiltural values, 

EU lyhricating the sjh-i t. tinri.tl psyche amf oihng the 
wheels of narramt- toiitiiiuity, music, hath diegetii and 
nitn-diegetic, is c mil ial for spet raioi uL idenrificaiicm. 
M usic “conducis our emotional responses, regulates tmr 
sympurhieSj extracts our tears, excites our glands, relaxes 
our pulses, and i riggers our fears, lo conjunction with the 
image and in the service nl die largei pur|HP^.-s of the film. 
In whose favour, then, do these processes ttperaie? V\'hai is 
die emotional tonality of the music and with what efia rac- 
ier or group Joes it lead us to identify? Is the music that of 
the people portrayed? I he choice of huroj^ej ci symphonic 
music in films set in Africa slu.1i as fkii iff Afruti I I'PSS | 
and Aiihinit { 1 *1 f lells us that I heir emotional "heart" is 

ui the West, f ilms hy African and Alro-Jiaspork directors 
like Semliene, < isse. and E aye. in contrast, not only Lise 
\Fricjn nuisii hut celt Li rate it. Julie L tjsLi, s fkiugblrn 
tiff drplup an African talking drum U* drive home, 
if onlv '■mblimm.tEb. the \frocenlriL iSiruo of ,i film dcdi 
ca ted tn ihc diaxpiric culture of die C mll.ili people. 

Another key mediation is generic. L 1 rest on Sturgex’s 
SuIIri'tiu i / wiri i "1 "I t 1) raises sfie question ol whai one 
might call the 'generic cuelf icienl nf racism In tbo 
Milltnu of cilieiiiaik gen rev. ht.ickv pbv verv distinct rnphs. 
each correlated with a vjhtl ific generic dnaoutsc . In tfie 
slapstick I and -sac fit sequences, tfie Ld.ick waiter conforms 
to the ptrM.istv|>e ^f the liappi g^ hicks vervain bid hum; 
he iv xadiM kills painted with white face pancake futtel, 
and tfllelh excluded ffniitl the charmed circle nl while 


* * Vv t i,erard Ikneire. Ajrrrfjr^ir fhif*kr* t fv /-wi t*t .Urr^W 
I randaicd tn jjiir I lew in. llcluu t numHI fnhtrsuy bfrv*. 
t l fKtli 

'■ I hi* i* iniL- as well for film* set m "extaic' bride In U* kttr^ 
ElhI- lutilfuk'. cIil- hj] 1 *.*. 1 jIhii iiL*tcjVrf* .md is ieli tiatL-^j 
aiiE^i the t Iiii'iie qiliEe literalli, rliiE4 iri^Il eHe' piJPiE nl \ it's* huI tiki, 
\ nmpean ujlmf-il inwvtiman. wlmw mind Icao of eHe- mysieri 
ipus l.vrul aft- smumar^L-J hv the- willg “Whrnevrf f hrcl AfranE: 
i he vpectaUif iv then int induced to Sjamew ‘niannet*" jihL -iuv 
ii*im P through rhe drscourve* she l uropHan civilizing mission 
St -e KilJu.ii.I SfiPllkili. i riiftihfrgrt A I New Vofk 

AthLTtueun. 

JMh See E JbuCTKIcl. et* cP ill tiki: Ivki-.iI fullgk . 1 sU |mi < c II II iv 
i’i jL i tim t fwtt rf f t*' thr .tftrrnr\ I [ EiEkthin Eii Mil kelpr l , Wlf. 
k Vtiifsel t fl Mill If S , > j j . / | i • ■.J-F^TJ- ■ j] Ih i tii \£ r I'ljiiSl 
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socblirv. In iIk s cksc: urmiH.il * Ml fleered *eqn cnees showing 
mjisfk ol unenipk?ml, nieanw lillr- bl-uks are p roc 111 Imil 
voiceless. very Finish m eLic Idl’tommuniiM iraJiikm of 
ebu reduct ionium blacks apgHrar a^ anonymous vicEnm ol 
[he continue depfcssiolT. aiih no racial qxccillLiiy io I lien 
npprmikih. l ilt* mwl i t-ai i Jfk j|-*k- vcque iil e. an hatn^e m 
the "all -black musical’ tradmom has 4 hLu.1 preacLier and 
hie LoiigregaiiLm welcome ihr Largely white prison- him jicn 
to the screening of an anunaic-d urnmn. Here, in ihe Ira 
tlit inn of film* tike Hdtfrfujah ( 1 '>2 4 h H the hl.n k comrriuiii 
ly is portrayed J\ the vibrant wene of expressive religiosity. 
Blli the film compile -ires l tiiuemiinniL representation.. hrM 
Hv dcsegTeg.il ulg the genre, and sclluiJ. hy hiVii^ lilachs 
nmiMT charily inward while*- I he collective villging o! 
"I ci My I V'El ph- in l on junction with I hr cdiKillg. 

meanwhile. Inrgt* 4 triadk Link between thr« upprtvsed 
groups: blacks,, itie pn^Mur*. jnd [he LhLilit-.il hue I Ho m 
llir time's nl the I'Lunuh, here assimilated U> the tniel 
warden. [hr Smrgti who directs the dapMitk sequence. in 
tn pn, it | km the sjiiu- Smrge* who direr It the "black musi- 
cal" tttjueFKc: nuijl altitudes arc genenc-dlv mediated, 

L tie rritH(Lke h hi siereoiype* .Lpproji.li h fmpIlUlh 
premised on ihe desirability oL "rounded ifinx-d Linen - 
simul characters within a realisi - d r.mi-i 1 1 e. aesthetic- 1-ivcn 
(hr history ol one -tl i mens ion jI portrayal*. eLic hope loi 
more compta and ^i-ejJ i t.E L l " represent,!! milt o compJrtlh 
UlldcTtrjiHlahte, hui ihe option Lor rcjloik (Hiftrjyjh 
should iih pe preelutle more experimental. ami-iilusionisih 
a hr man vc*. Realm il "positive" portrayal* arc mu eLu h pis I s 
way [hp Light racism or advance J libera tots perspective. 
Within J Bret hi bn jest tie tit. Lor ejumiple. Lmm-rjtijlL 
tirreoiypcs sene to generalize meaning atul ijeniysiily 
established power. 1*4 rods ol I he kind theorized hi 
Bakhtin, similarly* favours decidedb negative, v\ en 
^tLirs-tipit- inures eonvevii^ a deep sTinquc oL voeieul 
ttniLiuro. Ai times, ihe cricerb appropriate to one pen re 
tir jestheite are mistakenly applied m another, A search tor 
fHitirive image* in shows like hi i tt'Wg f Lor example, 
stmiltl he Lundanienl ally misguided. kit I hit show IseLunp 
ehp j camivalesque pen re ht outin^ anarchic bad uMe Jiid 
t j I l llLii ed rx j££cr j Moil , a t i n ill e p J MiJi h p I \\ t*fi Sith 
.\iriij, where the Libtk womin JcJii 'itkpt in her orthodiM 
lover; "Mena-ehem, Mcfu Jitill. I |IIM nn-t j nun njmed 
Men.L-ehein/ I he <. !oeo 1 iitvn/t itimf^ IVnj pcHonrunee 
pirtc in whkh they e r xlnLnl ihirmsdvrs as "juthentii jIup 
riipines’ rniisks the Wesitm penthjni lur sadistitjllv 
CiihjhfJttnp iion E uru^VllM hit purpiw ol scieniitie Jii.tlv 
sis or jest he tit Lontetiiplaiion, ansi prods tlie .in world 
audience into awjrenett t*\ ifi hosii eomplieity. I Lie point 
is not j plotul endofsemcni ol j 1 1 satire, hut simply lo s,kt 
iLut (he i|uestiolU ill ^titll VJ*e*. lies noi in ihe s atenee ol 
ihe ima^e Inil rJthcf in ihe dtiti ol ihe \nire 

One melli^Inh^H j| jlrertuiive m the mime tie "stereo 
h'pes jnd dlMutliimf appro jlIi, I would jr^ue. is lo sfieak 
less of " iituj:tt thju ei L “voiees" jnd “d i sl oufses , 1 lie 

verv term "intake scudies,” sympfomalicjlly, elides the ofjl 
jnd I he "yoked," A p resj ileei ion Lor jurjl and rmiMul 
m el j fill i it t voices, intoiuiion, aeee nt , polvphcvlls 


relies [s a thiii iil Jttention, js tkol^e Yiuilse titpjpcsis. 

I ru HI llu* vitLullv predomiiianl lojysd spate ol uuxiemity 
I fH'?t|Vk five, euipirkal evidence. domuMlion ol rhi- ]*j/eL 
to J "ivotiuuyjern spaee ol the vocal lorjl ifhnn^raphy, 
f*H,op]i;> Lsivton. sbve narrjtiivesL, as wav^ nil resiurinp vlhcc 
i o i hr \ i kLl eless . L he toiicepl oL soke snpj^i-vo j mefaphor 
hkL wx-pjpr .Ll n kss tNHindaries Vhliieh. Like mhiiuI in the vine 
Ilia, n- mi dels spjnalilv u^ell. while the visual orpanijation 
o| \pjce, ssliIs m Limits jnd L sound J(K~s and border polite, 
Lornis j nieuphor ol exLlu^kuis and hiefjrthieal arr.inpe- 
mrnis. Lr t-- rwif mv purfxiw to merely reverse exisnnp hier- 
archies i.e.. in replate ihe dellV»popum ol the visual 
ssuh J iicss dcniopi^uerv ol E he Jttditnr>‘ rather, voice 
( and scuuid) and iinape ^hiHkld Lh- considered logrther, 
thllec t kally and d be ritually. Hill a more nit j need disc us 
don ol rjce/rthn icily ill the cinema would emphasize levs 
j one-to-one mi met it Jikt|Uaty to sociolopieal or histork- 
ljI iruih than I Lie interplay ol viikcs. discourses , fiers^*tx 
lives. mclLkdmp those ojH-fatisr ssiihin the inujie itselL. 

I he task ol ihe tlidt sscmld he to l all allentiou lo the Clal 
iiifal voices at play. Ho! i>nh ihow heard in aural "close 
up Litit alui those sokn sh^torical ta drowned oliI In the 
i ext. L he .mats Lie work would he Jiialuptms to ilia! oL a 
'mixer" m a sound Mlidio, whose responsibility 11 ^ lo 
perform a series oL tom fKH vators- operations, of hci^hlcll 
nip ihe treble, dcepnrntng, (be bass, or amplify inp (he 
insiruiiieul alion. Le,. in cuLmral lerms, ttf "bringing oilf" 
lllc- visit tv winch rniuin laient or displaced 

I iutnubiiiig die issue ^ one oL soiees/disci>urscs ht-l|K 
ll 1 - ^et past l Lie lure li| (he sisnal. |ti look Ixryond I Lie epj 
dermic surkice ol she ICXI- I he question, quite liletallv, i\ 
rml oL tfie colour >-it the face in the ima^e Inn ractiet <d ihe 
aclual of H^nranve -Mh ial voice speaking "lllrmipll ihe 
i ina^e . iH E evc impmam than a rilm c “aeeuraey" is ilia! I! 
relay the voices ami ihe perspectives I euigihasi/e fhs- 
fdural oi rhe conmiunits or torn muni lies irl quotum. 
^ li i 1 e ill 14 s-s i ikes i he ] s ^ ne ill mimetic F e A L i mi . 
"voice" es^ikes ,l ieah\rn of delegation and inEelhxiIliolT. a 
situated nil el ante id ^epeakinp lrom‘ arui "sjKakill^ (o/ U 
an idielll iticJfion wiih a community S r uite^distnorve 
i*ctlifv. ihe k|LieMiEin ot "giooiisc' iFiiagev lalb back inm il s 
n^hlhil [dace -i -. a subordinate issue. Vs v iHi^Iie look ai 
Spike Lee’s til ni s. Eh pt example, noi in terms t^t miflieEk 
".LccuFasv c - .^.. the lansem rhai f/v Might / hfttg { \ L PH9) 
fxiriFavA an iniKr-eiiv umnikiicd hv drills In i r ■ ai lie r in 
terms h pE SHMLo/cLiicoLirses. Vc'e can laiTiell!- 4s hell hook* 

j fcho. [Lie absctiec of a lent ill is! Vi>icc Ul The him, 

but we sari alvn note the film's repeated Ma^ilT^sol wars of 
tom mutiny rheiories. I he svmbohc bailie ifL the boom 
LkkUa Ic-aiurtiifi African Amcticafi and latino nillvic, lor 
c-sam file, c-vokes a larger (elision Ktiwecll tlllltlfjl and 
IllU'iisal Vi lives, And the Lina! mEerlvlIev |UXUposill|: quoia- 
t u 1 1 1 s froni Martin L.uther King; and Malcolm X lease \i in 
she- speetaior to synthesize I wo llVodaliuo ol resisianee, 
Liiie of which sao: I reednin. a^ you promised, and ihe 
Liihc-r ol whkh vavs: ‘Treedum. by any means m-cessary! 

It might Lh 1 objected that an analyvb n| lesti-tal " voices 
wiKtrld utiinialeb- run i nto I Lie same ihs^orerie^) probtems 


m 
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A* .hi analysis centred on "images.* ^'hs is 4 mid h lx- a,nv 
easier Up Jilimiint 1 jii “authentic voice" than h would W 
in (ktemiirv in "auth-enuc inupc^ The [yimi is lo ahan 
don I he laftmaagc tit "jiHi I hth m, itv/in aoi hemic its ~ w ith its 
iiupliLil ■hEj.iid_j.rJ ill appeal ist verisimilitude as .1. kind o( 
"gulJ standard" lor the “n i il. u in Fj^nir ni j lingUigd 4 a| 
JixdiifMv" wii Si H > irnphur reference [hi- 1 muni Limit 
Utinri and to HitertcTtnialuv. KcturniLtlai in^ rln- quCMk'll 
is one ol vnit;fi u riliiicinjrsrt H has 4 nuinkr h h| jjvin 
hirst. ii disputes [In- h^niL^u of ilu- visual 4 1 id of 
1 lie inu^-lrjik hv 1 ailing atTeminHi 10 sound. sum-. l 1 i,l 
Ihk^tii-, I j 1 1 . \ Voice, ni mi^ln add. is iih pe eaaeth uni 

j'njcrH with 4 discourse ( lor while discourse is nv.nn.npnii 
4I. transpersonal. unanihorcd. suite is jk i nm.j 1 1 /«.>[, Ji.ls mu: 
■iiit hi 'i i-il na'iit and i I H mi .le ii Ni . and const itnio 4 specific 
illtc'Fplav of J 1 smUirMs (whether individual sir u u minimal h 
Vsmiil. the nulion of Voice is ti|vn up phirahn; 4 voice W 
lirwt tTicrdv .1 voice; ii also relays 4 d iscou rw% since wen 
an individual viHic is itself .1 did .Lirsive Mini. 4 |» hi ypUn 1 1 y 
nil voices, Vt'hit Hakhtm calls u he mojlmM i~< ny fiv- 1 1 n r 
j'livtjird llrss) , a her .ill. is |Lisl jiiue he r 11 4111 l- hur tin- uxialk 
generated umtriJkibns cIul const it me the siihM t, like 
the inedt.i. 4s tin 1 site ni conflict in£ dWisunv-s ihii com- 
ptrtill|> vuicrv Ilu revealing, in this rqprJ, ihat the “sikM- 
i 4 I he s i^E be r ^ is mure easily mimicked than i 3 n- appear- 
ance. Sufld up Comics sLkh as Whinipir t mldherg 4 1 id 
Willy t 1 > si.il tjsiU perform 4 kind nf racial ventriloquism 
hy adopting, iht- voice of r he r4u.1l oilier luddhcrg 
impersonates I presumably whurl villev pith. 4 lul Eli I It 
Crystal impersonates I prrMJlluhls blank 1 \,ut musicians 
while the ci|uivilifni 1 ranch uniat end on .1 iim.il ,. 1 . rtc 
would have been more awkward ansi less oiiivinun^ 


lltird. a discursive approac Ii avoids, the moralistic and 
esseflil ialisf I raps embedded in a “negative siereorypes" ami 
" positive tmage-s" analysis. < 'hjrittps are noi »Cfl as uni 
lan esscncesn as aelur-characier amalgams too easily ph.lll 
E a sued as flesh and- Id l^hJ entities rsistin^ somewhere 
"Eichiiid llit' l 3 loin's is. hi 1 l r.uhtr as fiLiive-diHlirsive ton- 
sEftitis. ihias phun^ the whole issue tin a sntiu-iiktilngkll 
NLE her than *m an individual-moralistiL pbrve. Finally, the 
pMsik^me of the discursive aJ loss's ns to- tonipare 4 film's 
dpsLtMLirses not with an iuattessihJe "real" iiui rather wish 
other MKialls'-urLuljted connate discourses lm mmi; pjfi 
of 4 diseufs.ne continuum journalism, novels, nerw-ipfk 
news, television shows. jxdiuuJ vpeeihes, st hi p|j|lv owl Vs. 
autl iMkpular snip. 

\ disbursin' analysis would alsii jJen ns 10 ilu- danger* 
o( "pseiidpH f 1I1011 ic " disk on tsl 1 . one ss hiL 3 i rua r j^i ria 3 i 

and iliK'TTipwm certain voices,, and then preiends 10 du 
lo^ue with a puppet -I ike emits' already niaik»euvred iiitu 
ct us la I sorupmmises. IVilsphonit. eqn.il its dties not l luimsi 
ill the mere appearance ol a representative ol a ^isen 
fh I p liul r.uher m the leistering of a textual selling where 
(hat group's voice taai k heard w ith its IllII time and re^no 
nance. I he Cjueslion is not one of pluralism hur one of 
mulct vihcahlY. an approach which wciukl srrise to luIii- 
saie and eveti heighten cultural diflerenee while jholidiin^ 
s< xiallv generated inequalities. 


HH 3 wintPt< hdr l'11-hkF s defining traio (kf New EMack t iiiriiia — 
if is Ifcnk ni ihe Alio- American oral 1 radii 11 hi aibd ihc stionj; jitmy 
lain m 4 <l hi jl k musiLjliiv — j rc jkiul i fi ikjnjrc- and hutih are 
iiidisjH'imhlr in liljri, 1 c cinemas veanh («ir what layksf hjmsriE 
taliv "its vnki ' Vc cinema mm." E No -Wstl'MMf 
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Between the Borders 
of Cultural Identity: 


Mom Ego van's 

Calendar 
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To look: 

fit everything which 
orcsfl&tPf the outline, the 
contour , ; the category, 
the name of ii'htit is. 

Ati appearances are 
continually t hanging nor 
Another: visually everything 
is interdependent. 
Looking if submitting the sense 
of sight to the 

experience of 

I htil nitc rdepen Ac nee. 

To look for something 
fst pin tfhii hits dropped) 
is the opposite of 
this looking, Visibility 
is a fftnt/fty 
of light. 

Colour* are facts 
of fight. 

[ulm Berger ."t )n Visibiliiv- * 

In Calendar, 

Alum hgoyan plays l he mle ul 
a phn((!gri|ilu.t whose 
mem is to like* twelve pictures 
til historic sites in Armenia for 
a calendar Ahinct Kfi anjiai] 
plays his wife, guide and inter- 
preter, I hc film take* plite 
in Armenia and Toronto. 

I have LijfiK to- realize iIlii Atom 
_l .tioy.ms Films tiulM 1 v muicr- 
Mi* hi as s lie eon t i tilling uonsi n u. - 
sion of an open ended oeuvre. All 
of Ills films are interlinked. 
Sometimes* ie seems lhai lie is 
writing an extended essay on the 
cinema jnd television [ Family 
Viewing and Speaking Tarts). 
Other times Ins films are like 


*Q 


£ I H e ACTION 



extracts Iriuti j series of diaries about inures, loss 
Jnd j postmodern context bereft of meaning (AW 
y/ A'm t 77v and Q^rra&rrl I its films search 

through i he living ruins of modem cultural history 
in much cPic same mariner is an archeologist digs fur 
evidence of a cultures past. The difference is that his 
rook are images, and images are “light 14 — a shift 
mg, groundless place where "druids gather visibility 
ansi then dis [verse mm invisibility. All appearances 
tire of the nature of clouds,"’ Yet even as this “light- 
ness" recreates the premises nf the visible (and how 
to? are able to understand it), Hguyan continues m 
use the mediums nf film and Television to explore 
history and identity. The pursuit is a noble one, but 
as {.dfctu£*r so deftly reveals, the result may he one 
It* ug travelogue where the sensibility of the tourist 
dominates. There k a strange irony in Egoyank deci- 
sion to use himself as one of the main characters nf 
the film. He implicates himself in an Jiaro-critkjuc of" 
the desires which have governed his relation '■hip to 
photography and the cinema. He puts himself on 
i he line in a kind of Brecht ian play wish divided loy- 
al lies that break apart and destroy ihe flimsy luiirida- 
[iiins of authorship. 

I have recently discussed hguyan h use ut images 
m an introductory essay on Sfifakhig Parish In [lie 
above quote John Berger captures some of the 
ironies with regard io any analysis of images. H is use 
of a metaphor drawn from nature is mn accidental, 
of course, hgoyan spends a great deal nf time in 
( Ufcrjfiir exp lor i ng the act uf taking a photograph ni 
historical buildings in Armenia {his count rv of ori 
gin)^ churches and fortresses, for example, within 
picturesque natural environments. Although these 
pi. ces are bea li e i (u I with rich colour tones, wild flow* 
ers and sun-baked fields, they are “tourist" images 
lor which some anecdotal history is provided, hui 
where the depth seems in Ik missing. In tin l, what 
becomes important as we took ai ihe old buildings is 
not so much tlicir connection to the past. hut the 
rule i hey play in triggering questions about the two 
characters whom the photographer is dependent on 
hi f guidance and information. tine is a woman with 
whom the photographer (played by l.govanj is in 
love and who is identified as Im wile, and the oilier 
is jii Armenian driver who acts out the role of the 
local "informant." I he photographs are ostensibly 
being taken for a calendar, hut in essence we arc w it- 
n esses over rime to ihe breakdown of ihe photogra 
phet s relationship io his wile and by extension to 
Armenia. Thus, all of the monuments that we see 
are themselves evidence of what cannot be seen. 

I here are histories in the build mgs but they only 
hjjeak through the voice of the driver. In fact, the 


[ijsror.il selling of ihe images seems in congruent 
with the war raging in Armenia and with she break 
down of civil life and ihe economic devastation 
brought on by the overthrow id communism. How 
I hen can this place be spoken of as home? 1 How jre 
national borders defined when identity and pl.m are 
fluid, moveable and ever dunging? Are we ihe sum 
tot 4 1 of all of ihe different nations we now live 
beside? — .ill of the different languages wc either 
speak or listen to? How does this livhndi/jrum 
change (he sparial and temporal boundaries within 
which we normally operate? 

A life-test imuny is not simply j testimony m a 
private life, bin a point of con liar ion between text 
and life, a textual testimony which can pmrfnttr m 
fiks tin itttuai /r/r." 4 (jilrndar is hgoyan s testimony 
Co bis post, as much as it is a story of ihe efforts hv 
ihe lilm's characters io understand their own ethnic 
history. I he film explores the many dimensions of 
identity, which in ihe late twentieth cento ry means 
far more than a simple relationship to the nation 
state or rise recovery of ancestral connections. Hie 
postcofuni.il and post imperial history wc arc now 
experiencing has scrambled ihe meanings of borne 
and homeland. In Homi Llhabhak terms, another 
history is being written from within a crisis of the 
sign where language and meaning, discourse and 
identity have no firm anchors. Traditional notions 
ol subjectivity have been transformed, this ts nut 
simply the movement from one stage io another, but 
a tun da men i,l I split in the operations of rime ami 
history \ ..today, the rapidly expanding and quick- 
ening mobility ol people combines with the refusal 

01 cultural products and practices to stay put" to 
give a profound sense uf a loss of territorial uhiis. of 
an erosion ol the cultural distinctiveness ol 
places.... h l.upta and ferguson go on to quote 
James ( Ji fiord: \\ hat does it mean, at the end of 
the twentieth century, to speak, ..id a native land? 

Iniliii. Herder. I tn Vivikitih i n II*t Vvrfe f VfyAr, i\ l -vl > lsf k 
JVnrhom. 1 1 pi. Jl'i 

2 llcepri, |n 2 j 9 

1 ^ i7tl Hm'UtW, "XpfaklMg t b Jity - s I IirThMxi 

1 .tm h House \*icw. i wyj |Tf u * i 

4 Slimluna Idman uiJ ]*nn laub. i duunim W t ucis.tlr 
V hakwrudes i hi itiltinv nf f .m^i Ll t ft 

liunttxrr, /"i r- hwrMt't* t* . .IHd fiiUnry, I New Vi^rt.: HnnstlL-.^v 

p. 2, 

s Humi K Hhahha. Trn^iiih a Hasit m dir liHk-iLTimnait 

timber, #(*l. Summrf. jip, 

*’ Akfiil liupsj jiilE Ijhm.% I crgu^hri 'Ikyithd E uhurc Spj L c. 
Idcnucy eIil- Paiitits c( ElilTirrciur ” f 'vltmrjf Awfr*wpalijyrf, 
ViJumc ", S'LMntvr 1. IttMuin, l'M2. ■! 
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What pnmva rather than are involved in 

ji resent experiences ol cultural ideti 1 1 1 y? 

Hamid Naficv has commented upm lEil- ihwuI- 
j>k tU^iFe US' return to the homeland and thuh to 
overcome the double loss of ...origin and id rc-ali- 
,y,.r K J.h .1 driving (dree inhibited by imaginary soil- 
struct ions which “remains alluring only jh long as ii 
remains unreal iated-* 1 *' I his is of course the dilemma 
tit i he di.isporj .ind exile, of culture?! which have losr 
their moth is they have been ovemm or destroyed 
onlv to he recreated elsewhere, simulated and I 
do not mean this pejoratively. In some respects, 
then, (or Kgoyan we have .ill become tourists and in 
the process we have hid to develop new ways of 
Jelling with each other which ire more often than 
not mediated by complex technologies such is the 
camera arid the telephone, Salman Rushdie has 
commented on rim in a wonderful anecdote. A few 
years ago I revisited Rom hay. which is my tost tits, 
after in absence of some l lit tig like had my l tie. 
Shortly after arriving, acting on an impulse* I 
opened the Telephone directory- and Itwkol (or my 
father's name. And, amazingly* there n was: his 
name, our old address, the unchanged telephone 
mini her ■ ax it we had never gone away to the 
unmentionable unjiim 1 across the hudo. Ii was an 


eerie discovery. I lelt as il l were being claimed, or 
informed tfi.it the fates of my faraway life were Mu- 
si* im, j nd tli is it m tinmt y w a> e h e real h v 1 11 

Some Years ago 3 found mysell at a l amhodijii 
s, e i e ni o n v in Met hi i u r ne , A us t r,i 1 1 a . E h e i e w e re 
about eighi hundred people in the gym nasi uni of an 
ok! school which had been taken over by the small 
E>ut growing exile community of t ambndiant in 
Australia. The gym was decorated with the sviiilmh 
jn d colours of the homeland, Everyone svas dressed 
up and the smell of incelfre was heavy ill the air I 
re me miser little o( the specifics of the ceremony 
except for the feeling tfi.ir I had that we were all in a 
time ss.irp, transp Hied back into .1 village, part k i - 
pat ing in the sounds and rhythms and music *>( a 
culture manv thousands of years old. I undersmod 
then how cfoci.il the nosialgia was, how curative 
and yet how contradictory. As a particular dance 
readied its peak the people around me began to cry, 
arid as they comforted each other they seemed to me 
in Ik- both weak and strong as she same time. I Ins it 
seen i s to me is otic aspect ol exile the ability to 
implicate oiiexcli so strongly in the homeland and at 
the same time to go on, to cane out a new lifts to 
break out of the boundaries of geography and time 
and vet m remain IkmihiI by .i history which remains 
sfatit ei eti as dungs change both in ones new- home 


M 
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.Hid abroad. I his is til course tlic paiadux ol loss .m d 
the base upon which narratives are IuiUe. As KudiJic 
savs. .li i original numicrii urumi Ik reclaimed here 
wish the result that lit (ions will Ik- cleared. “irnagi 
ii,i r S’ huim Linds. 11 line this is fircuH’lv what 
Tgnyaii is exploring. How do [hose fictions susc^iiiL 
themselves? What are the m-i riser* we accept a ml 
whai happens [ l h the ones we re-jet i? How do pho- 
tographs operate as a ticiion.il bridge ? 

I mention this in relation to [hcjuk 1 ol 

Eiiy own background as an imtmgram to Tauada, as 
someone who was born elsewhere and for whom 
[ h .1 E "elsewhere has never disappeared I mm (he v.ir- 
ions ways i ei which I define myself. This very fluid 
sense ol identity is made all the more acute by eIk- 
silUJfiun itl t J lichee , by |he personal siglijiosfs whu li 
1 have for my own past and die efforts hy ollicial 
l. u It li re here to eradicate the importance of that his- 

i 1 

tory. 

1 e is in the borders ftr/uwi official culture as p ro- 
om I ga ted by govern men e policy and the display e- 
im'ni {psychological, physic j E . intellectual) which 
grows I mm Innng both a witness and participant to 
the diasporas of twentieth cetmiry life that a film 
like i Calendar i\ situated. The Him sea re lie's for stun 
gies ol talking jlmut identity that will mu fill prey 
to the categories ol margin of cent re- It I o rigs tor 
some coherence in the transnational space hiF exile 
and l oiimiunitv. I h rough a series ol often lunnv 
conversations the film tries io locate the way time 
-mil distance work to generate a menu I geography 
wnhin whkli she markers more often than not are 
unstable and unclear. At [lie same time one ol the 
most interesting aspects of the film is the diilknln 
that the pfioEogr.ipher has in understanding 
Armenian, iwervtbing hisdriut says has to he lmils- 
laletl. i >hcn, we don t get a translation and nmver- 
s.u h nr- lake plate lhat we lIoii I: i oiTipiehend I his is 
duplicated in the boron to llai of die photographer 
■where he meets a number ol different women in 
exactly I lie same ’-eLLUlg |...J small dming room 
table, wme glasses, ,t horde ol wine...), bach time, 
thev go off to tils' telephone and ha sc a conversation 
with their lovers m ilu-it own maternal language. \\ n. 
hear everything from Hindi to (icrnian to Spanish 
[o Swedish, e I l . . , . and depending on our back- 
grounds We either understand l he t Oliver sal ions or 
not, In all instances the women stand near theealen 
dai, which had been produced i nnn i lie Armenian 
scenes, we witnessed the photographer shooting. 

J he Imrder region inhabited hy Igoyan in ill is 
Film also pivots oil leiiijioral displascmcnl, t lie lime 


is now but somehow it isn't- I he characters seem 
disconnected horn the present, always yearning Km 
something else, for the Future, lor the past. Ycr eIi.li 
is also tin paradoxical silo.il ion. ol phoEographi* l>oth 
a* an an form and as a means -of documenting past 
and present. "In a photograph a person's history is 
buried as it under a layer of snow-." 1 1 

Kras alter distinguishes between the photograph 
of a person and e3ic memory- image. The latter is 
what is cn when the photograph is viewed outside 
of the time when it is taken. This distinction is a 
srilci.il one. h [ctnpu r.dij'es tile photograph and m so 
doing heightens the role of discourse, whax is said 
and what evil t sjkI. about images, \o photograph 
escapes [lie corn rad ici ions and potential excitement 
ol temporal didocation. There are so many move- 
ni liiEs in space and Hide, so many moments within 
which history must he rewritten, e It ji e the conceit of 
truth nuns Ik understood not as an ontological basts 
fot interpret at ion, but as a site where memory is 
rein vigor aied. even when memories dip from fact 
into fiction and back. The pleasures of seeing in this 
instance a re invested w uh desiring, to make the 
memory' real, to generate truth, to manufacture a 
narrative- The [filth becomes a metaphor just as 
tpikhK as t lie image disguises Us sudden t ran si ot ma- 
in C jwwcr I he snow melts and there is a dissolu 
Hon ol memory although the photograph remains 
suggest ivrlv encouraging as d no historical 
moment will ever again escape its simultaneous role 
,i\ everts atul image, memory and potential arena for 
debate. 

I .ich encounter I goyan has with a different 
woman Millers (he same fate. I fe is left alone m con- 
template the lose he has lell be lurid in Armenia. In 
that sense 1 he is locked into a hiMory which is only 
real ss ieIliii a fake kind ol roman I u iseu. As m near I V 
all of llis or her films the telephone i- a device ol con- 
tact and breakdown, a metaphor lor distance and 
l. ounce tion. As a technology (he l cle phone is per- 

|,ilin ■, E IiIF'HlL t fv ittrtrW f r ikitrr. 1 1 JlSihl idgr. \Ij\h 

I E.iTT.-trcl I 'qnvmtv 3'r^v, I'lKH-S, p .'"S 

* 3 1 .i ii i si I NjEil-i. I he 3 'i n'e it 'fe .i nil [hoitinr tif Ir.miJii NmEjI^ui 
} wl K , ' / hfiif-ifftt. \'.ihime I u j'Hf.p JKs 

'* NjIilv . p. 1H li 

m *s.lI faSjn H L^lul ir. Irrupiuti 3 liunrljinU." hr^ifiri^n 
'New V«™|s l H mi> p o 

M IIloMi.-. p Ml 

1 ~ Vs (he useivf MitleclPiii ItiUttrcL/rrsi tif f^iftrirn \ tjufk'i 
kfridtr, i loniniM: I istfl, 

* ' Sii.gftud Krji.JiH'* Plitittiptjpiiv ItJIIY 3 >iiiIim* \ I OJJJ, 

! nthiti trirfMn. ^**1 l' h No I, %pu«p I'l'H U h ts 
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hapt [he im^i im|K^rtj[ii cunt film 
tor [41 [fie LtL.LllOll III .1 public 

space within which the private 

t JIM Livy ol t omniLJ II IL .l I lull illd 

itiiefiLiion c.tii he sustained jnd 
through which it in tifuii denied. 
I h IS, I 1 1 ll rs k , i s ,i Iso I he rol e 
whLh is [i Lived by photography. 

Mi stance s.in Ik overcome bui ihc 
pfiok jy;raph tc |vrinc must he n.irra- 
u\ i/ed if links be i ween past and 
present iire to Ik ola Wished. 

(.titttiLir is a film in twelve 
nuwemenis. huilt around the pho- 
nograph* 34 company ing she 
imituhs of the year. But the film is 
re j 1 1 y about the memories id limes 
past, when jii image somehow 
connected to its reverent and when 
notions ot borne and church a nd 
I radii ion Ltmkl Ik .kid rested Emm 
within a sei of hm natations H is solid 
.is the buildings we see its ihc film. 
I ron II ally, as the Armenian driver 
bet times [he h istorian and more 
hilly represents all tlui is missing 
from i lie image, from (he pho- 
tographs. Khanjian tails in love 
w 1 1 h hi in . I .gi i v ,i n is lets to 1 1 i s 
devices in the dining room of his 
I nrumo house or in the darkroom 
i r x i n g lo recoil st rue e a world 
which, as his own images suggest, 
has long ago ceased to efcisi. 


Call For 


SUBMISSIONS 


Screening the 

NEW WORLD ORDER 


How have films and television fictionalized 
and explored, reproduced or opposed the 
grim global realities — from 
Columbus to Clinton's 
latest proclamation — of a 
New World Order. 


Analysis of fie lion, -documentary, news or 
any genre from any national perspective, 

>» Hollywood's picture of America in the world, <« 
of the cold war and its end of Ihe 
"Third World," of race and neo-colonialism. 

«4 

Third Cinema and oppositional practice now. 

A 

A 

A 


Deadline: November 15 , 1993 
Send To Cineacfitwi. Aiientioci. S, Forsyth 


DEADLINES FOR 
UPCOMING ISSUES: 

Film and/in Art 
February 1, 1994 

Queer Cinema, 
May 1, 1994 


.14 

( J W r AC TiON 




e i ti # 


ACTION 



BY REECE AUGUISTE 


l he realms ol cinema discourse .inj liJm cm- 
iLism the ongoing in fervent ions made 

ov shod cmerna theories tintlouhtedlv fcrprcitni 
sign i beam counter hegemonic critique of the domi- 
nant Hu to- American i\i* of dncm.i studies. J hi* 
^niv (it i hcoret ica I writing has had the efficacy ol 
loregrou riding rhe historical and cultural ".igmli- 
cj lie e eiI emerging national tinenus .0 j distimthe 
episremohtgic.il sue. posing amipleK question's |ht- 
uiriing to discourse* ol national identity, geo-ujlttu 
at luc .1 1 loii/d-i sloe .ifiiiii ,a 1 l l I 1 r \ opposil ion.il i tv to 
western regimes of truth and nmraliiv. However, 
because t hK oppo^i 1 lenii j J pty rou on hivronvjl/cLil 
iur.il binaries conditioned he the relationship 
between [lie "centre and rhe [vriphep." there exists 
a need io develop categories capable of going hevond 
chose binaries.* 

Inr me the philosophical implications inhere nt 
in third cinema narratives provide a starting point 
from which theorists arid critics can \ x-gi n pmtukiE 
ing questions of niet.i physics, identnv and subjectiv- 
ity as they evolve within the parameters of njciun.il 
cinemas. Ah hough the sot ioeconomic imperative of 
production is equally imf>u riant a siie ol ibeoreti- 


l.iI investigation, I am here concerned with philo 
sophic.it .1111,1 mythological 1 ropes js kev defining 
moments in the narrathc evolution of diird cinema. 
1 lie emergence ol Ann Heart cinema and ihe films lp| 
I el is de Koov represent one ol those key defining 
moments, because those narratives are (tamed and 
foregrounded by a reworking ol legends, mythoh* 
gles and parables I he dominance of these [ropes a-s 
MMtegk organizing elements in the construe situs ol 
de Rooy s films is an expression of tile cultural ret- 
rain 1 10m which i he Antillean cinema emanates. 

t reuli /ilium hybriJity, rhe I us ism of races, mix- 
ing ol blood, religions, languages and culture are de 
Knm s primary concerns. In (he absence ol jm visi- 
ble ruins the poets td the A 1 m 1 1 ea n cinema have 
made the creolizaiioii prsxevs an ohjeci ol suidy. and 


1 I \w 1* j pr^bJrhi ihj| rishdnhf H.t .jbnd lia^ lihcuvwJ a\ 
kii^ih in hw ^miiul; rvw* : ' on AnlhflM 

I th‘ ltLi.k Ihdrpfi^rnt ( ineiiij J i.ul-h i»t j in 

/t£fr4" I'fmitrff' f rtffittf fit r* iwt $iL+i £ ttkffpriktmi t trtftNJ 

of Mhvf K < luiii jiihl I 'hire Aitdradi- ftjikim <:\ 1 J | Jit-sv. 

ms.- | T 0; 

In 1 h i-h l - ' vj v 1 iibod announced chr rturtpm^ of a iravrlling 
tiFuiiu ijr j-Hhi cinema *irh j m-w ^ ai prii^irn-sOrjliiii-v 

iNa^ilr I he fMEjdipfnc diHIlill.ilil jJilI tilh-lU.L. 
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ibh is probably tbe kcv diHtrcna' lietwccn thi" lyric 
pici and the [■hkis id Antillean tiinm 

'"Hie epiu. - in i mil'll poet looks around tli esc islands 
and Muds no mins, wind-hi(itn or vlj bitten. the 
poet celebrate* what 1 i e c El- there is. die rusted slave 
wheel ut the sugar fjclory. canon. chains, die crust 
cd amphora *>1‘ ail thrum s, jII the paraphernal i.i o| 
di^rjdKkni Jtid tmtlty which we exhibit as himory. 
ihm as masochism, as it the oven* ul Auxchwir/ and 
Hiroshima were the temples of the race. 

In stead ol searching lor mins as the visible emblems 
uf uiflering. barbarism and culrurjl d erjcin.it ion, 
Antillean cinema iLKiks in stead to the results nf con- 
front Jtum for its subject matter, Written on the 
Antillean body is the grammar ul survival ad a [na- 
tion and acculturation. And no where is tli is more 
visible [ban on smilscapes ol‘ the "internal planta- 
tion,"' 1 e is an interior that is defmed by racial plun- 
tonix, colonial fantasies and power relations framed 
by i he conipleKcs of rate. class, gender, and sexual 
orientation. On the "anna pljiiririoif one finds the 
nion laments nl language, cultural fusion, religion 
and mythology; the essence and heartbeat of the 
Creole subject. 

Nevertheless, the “imeTiial plantation' * 1 remains 
brgch unexplored by die cinema. I believe ihere are 
two reasons Iur this. burst., undo Lth ted h discourses ol 
I he * external plantation." by which I mean [toll tic a I 
hi story, patterns of nicrcattlilc trade, race relations, 
die economic ratio rial ism ol slavery and its legacies 
l i> I lj ii Jerdcve 1 1 ipm C n E and post -colonial dependency, 
continue to bndi obsess duel taw male ilie Aniillean 
iiTuginat ion - llus ex|K r ricnce is what Wilson Harris 
talk "a graveyard ol sculptured history* anti niisad 
venture." I fan rued hv it, the Antillean is compelled 
to return to tins primordial scene. Second, cinema 
and oil let mediums ol the visual arts have internal 
i/vd i he “external plantation discourses as tropes ol 
narrative signifiLaEititi. All this was historically 
uieviiahle because it was predicated on the belie! 
i hat i he conquest ol the p resell i and hi lure emails an 
ongoing engagement with the past. 

As significant and historic a I Is import Jill as these 
concerns base lieen in developing a suhsiiuii.il cri- 
tique of the sEruLEures of the plan toe rat is domina- 
tion, dene i nation and a Liter assim ilaikm in the 
Ann iltes, the general absence/laek ol philosophical 
inquiry into the role of subjectivity, the ontological 
veil in the construction ol identity in language and 
Luhural formation mcatis dial c liter e is an urgency lo 
address these in Aniillean cinema. 


Lean/ 3 anon s pheimmeiiiolugical inquiry info 
the existential si at us of ilie Antillean subject is, I 
believe, a Iruiilul point ol depart ore lor the emerg- 
ing An ei Ilea u cinema. As I vail demonstrate later in 
niv reeling til tie Rooy s feature Am c w ( nihnr!^ it 
should he apparent how the films plot, narrative 
drives and charaeteri/atinns are framed by l a unnian 
concepts ol cultural local ion and identity. In fact, 
eIu- “inter na I plantation is predomin a m ly a 
I aunniart spate > in which there have been a number 
of experiment* in literature and painting. 

hs presence has been Idi iti the fury and beauty 
of Walcott arid Ova ire's poetry, in the passions and 
subliminal terrors ol Wi If redo 1 am s paintings, in 
pariieular his ] l H5 masterpiece / Ar Anti/tran 
t*ardrfr* and in Jean Rhys’s literary master piece ol 
i he Creole im agination U Wr Sarguio Sm In Rhys'* 
universe, phantoms ol memory appear and disappear 
with I Tightening frequency, subjects ol the pi a mo- 
l r atic class disintegrate into a labyrinth ol deca- 
dence. beauty anti decay suffocates the senses, and 
even thing leads inexorably lo madness and existem 
tial death. Ie is my belief that these compelling 
tropes with their visual intend ties are specific to par- 
ticular modes of perception and cultural orientation 
defined a> the "internal plantation, the terrain ol 
contradictors' omens and cultural excess. 

Ibis is i he cultural context out of which film- 
makers as diverse as l.o/ari Ralcv of Martinique and 
helix di lb ho have emerged. In Paky s i ulema tioEi- 
ally acclaimed ilrst feature ffur < \m r t ,Vrjjm s audi- 
dices glimpsed the [mssihiliiics oi an Aniillean cine- 
ma, I he film is predicated on a narrative quest lui 
recognition, self -allkmat ion and a break from pliii- 
EocraEie existence. Here characters are hj tin ted by 
bitter memoines ol sugar cane fields, w here the hlatk 
L-h h.K is ju economic unit ut production, the excesses 
ill the white plan toe racy, ntiscegenalinn T psychit 
spluts ,j]u) colonial schizophrenia luelleil by rac ijl 
and sexual anxieties. 

I he film's complex jrchacult»gy ol racial codex 
,i ei cl existential sutes encapsulates the pltenumeno- 
logical experience of s i M doubtc' Cimseiousness. 
which I unctions .is a psychic expression of a cultural 
decent red ness feeding on racial traumas. 

tt 1 1 \ Humwi. [ tvrek WjIliim julL £ In- Mcxiu-si <pI 1 ip^ron. 
in i 1 ffofam .1 faunnii tif Xru- /AN^TrfW H ^ i i>l t, No. l r 

Ul^.mL-r. p ^ 

^ J his [Mil imit [IP 111% k I iliM ^ ^PIIIUlI In Uli 

1 . s r 1 1 ■ t V.’ , 1 1 1 pS’E J-ri^l lnhiiKiun |-.ifviArJ Hr PFP tlO 

i-vnav: ‘ IIiL-t anKK-Jii Min In And 3 mn-.1n l jrtfatj 

/ ,.-r kjpj Hji ii it JtH jribbfitu toiiiA. ii! a peIp ,i n «ntri"4iJi. 

tiiMi l«\ |nhti Hcjrifc 1 1 iksnciiu' * ii lamaicj, p -Ul. I I jipi 

i k'i. |’l s mbpicd to lum hii i!m IcVrljUim. 1 
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ii c fp ifbrirl, t I Ll I* Njn-A- |ong nut N<uhairj l^luriJi 


W. 1. B Dubttjs describes this siaie in /Ar .WA fJ/ 
fl&f* /W* : 

It is i [Huth.ir scnsaiiort,.. this x L rise n| jlwjys kink- 
ing .l( one s sell through the ol others, ol hum 
Hirin^nnc s soul hy the upeot i th.LE looks on 
in amused comempt and pity." 1 

I Li uu end rh-ii ii is dm [ihi'nonvncn [fur con bnuc r s 
m produce the elasticity (hai nukes Antillean i denti- 
st ill [fie cinema A TcVelal ioiI .Iiui sour* e of narrative 
inquiry', b^ui whereas Rileys him announce* these 
complex psychosocial states. de Rmiy’s films 
Ai man u, Sou! t*f L)rvi>Lsti* jtid /hi; C w (tiihtiri rc’| i n 1 - 
sent ,1 more rigorous exploration ol the Anullejn 
landscape, In tie Rnoyx films the sragie and the 
tm tholugic jI co-exist is optical devices ill rough 
which the Antillean soul tin he revealed as torn 
between re j son and passion as it struggles to ascend 
mi j crest o! power and excess. Drivers by Dionysian 
concerns, de Rnov's narratives are explorations of 
I he self I he I'M hJy and the [sowers »l transgression, 
Racial arid sexual codes are subvened hy the arche- 
typal status o|‘ mythological tropes and legends, In 
deploying ihese devices. tie Rooy achieves j complex 


recast ing ol \ mi Mean identity: sesiiil, raciah hisioii 
Lai Identity is in free-fall, nothing is fixed, even, 
llung ls fluid .uid mervirri.lh 1 hese films are driven 
by cultural flows,, chey express (idles Delcu/c % 
observation flu?: 

"Cinema considered is pyschodynaniies or spin 
trial automation is reflected in its own content, its 
themes, situation* and cluracicTs. Rut the relation- 
ship is complicated, because ifm refkctmri gives 
way to opposition* and inversion as well an to reso- 
lutions or reconciliations. ' 

\i 111 his pannings .uid eolliges, [\’Ieil/e s ruction of 
"spiritual an I omit ion finds .111 echo tn de Rons % 
cinema, with < "uueoj as the landscape that coni in 
ues |o lire his nn agination and in rum give's sub- 
stance 10 his vision of .1 cinema wiih distinctive con- 

+ ^ f .K I iukn\ tfo ,WA (tf Hit, i iWh i New York Hrinum 

IWkv. rpi. p. ,1. 

1 J believe tlui I Vfiwe I 1 ' «ne mF rliL- gn’j(i ph 1 h i-h iph-ri , v. h^' 
ideas »n unmu haw had a prelim nd mi pact mi rm mv>n iifhJci 
aaitoling n! the medium 1 1 lIhtjo nn. | l Hrfk^ihim jihJ ihv uni 
WiHfuiii t nt ihe imape i 1 ' mint vjIlmIiIc t idles E Mkii/c f Wnw .* 
If* Ittrtf irarw. Hugh l uiifclmson. Robert iilakia 

M Ikr MltW PltMA, IW), ji Jl it. 
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cerns. I hose are in do wiilt ilit: mixing ol 

blood. sex> fjti.il fusions, religions and Ami Dean 
mythologies. In a curious manner is appears rtui 
Western reason, turned as it is by Apollonian doires 
jinl projection, capitulated io Dionysian drives and 
excesses in i he Ami lies. The A n til lea n experience* ol 
identity is probably symbolic of the si niggles of 
Apollonian and Dionysian desire, D is the prtwnu' 
of Dionysian dements in the narrative tons! nisi ion 
of /t/ivrdr'W. Anir/ of DanLiio that gives the film its 
cpk dreamlike i|ii,ilicfc$ -is is* profagonisis Ascend to 
in epiphaok resolution through resume ion. While 
in Ar\t & GabTitl ie is i he foregrounding ol sexual b 
iy h miscen. carnation and biblical mecsiali mythology 
ihai prod tiers the film's climactic momenl -is 
Antillean tragedy. 

Both films constitute a repudiation ol ihc cine- 
ma’s tendency to be obsessed wiih Apollonian narra 
me concerns. with iis over-in vestment in symmetri- 
l L i I boundaries, textual order, dcirrminaey and 
“uulpiura! definitive ness." In other words, don ti 
nan i cinema is an expression of Apollonian sky- 
cults. cultural refugees I mm the Olympian lemple- 
lr is here that I believe vine nub master narratives 
have their origins, in which pint and characterization 
assumes a regime of truth dial is je once authiifit.ifk 
ari and ultimately repressive. I !ere cinema ceases tu 
surprise and is ihcreforc incapable of inventing its 
own my dis. We get. not revelation hut a series of 
formulaic diet urns, Tamille Pagba* description 
ippsite here: 

Wh.u They repress is the mo nstrous gigantism of 
c Inhuman nature, that murky niglu world from 
which sin iecy must Ik 1 reclaimed day by day. u 

I n I - i sh 1 1 1 n i \ S+dth l hr f rifagy ttf 1 1 fr C i . e . . A frdr<i. 
I hr Dro*ttttntn jnd Arabian Mghtfl we have the 
ascension ofehthnnian nature, In fact. Pasolini s 
films are expressions of the Dionysian in cinema, 
David Lynch \ /Uur V Wit/ and Kumeawak interpre- 
ts Lon of Miakrspeaie s Macbeth, f hrvnr nf Hiotni. is 
another case m poini. 

l\ Koov's films and his vision lor an Anti I lean 
cinema rooted in Dionysian mother cults is. I 
believe, inspired bs hnlh the ereoliration process in 
the Antilles and bis cinematic references to those 
hi mm. i hers whose films are expressions of a 
Dionysian consciousness. Unity of personality is 
made redundant and* instead, the shapeless and 
archaic explosions of chthoman nature, with its 
pagan and ritualistic : desire*, Ixecome* the motivation 
profiling the narratives forward. Prior io the emer- 
gence ppf the Dionysian in A rsn Ilea n cinema, it had. 


of course, already found expression in ihc annual 
t jrihkan carnival: pagan ritual of excessive desires 
iri which parody, mimic ty and political satire find 
sudden emotional bursts. 1 1 is not therefore surpris 
mg when in a recent interview de Rouy declared 
i hat: 

"I vrkism and emotion are essential elements in 
my work and Therefore reflected in my films. 
KunucL Pasolini, Fellini. t‘anius, Bahenco... 

I van, Kurosawa are inspiring filmmakers in 
whom l find the varne elements. 

Mv argument is lot the reclaiming lot the cinema 
die Dionysian elements in Antillean culture and of 
dramatizing those elements with the emotional am! 
Ivrkal transparency that we encounter in Derek 
Walcott's poetry. I also contend that if Antillean 
cinema embraces the forms, conventions and narra- 
tive- concerns < it' Apollo, then the Antilles is impover- 
ished. Hue by embracing the Dionysian imagination, 
the Antillean film maker would he construe ling a 
cinema of passion Ln w hich plot will emanate out of 
primordial energies, and characters would repre- 
sent /articulate the cataclysmic elements ol the eul- 
tnre. Again. Paglia adroitly maps out the tension: 

Dionysus U identification. Apolfo object ifica- 
tmri. Dio tiy sirs is the emphatic, tlie svmputhct 
it emotion t tamponing us into other (vtiple. 
other places, other timcv,, r JiO is energy, ecsia- 
sy, hysteria, promiscuity. emotionalism, heed- 
less indsserimioaieness of idea ami practice. 
Apollo m obsessive ness, voyeurism. idolatry, 
fascism frigidity and aggression ol the eve, 
jhi ritual ion ol objects.*' 

Ik's arise 1 Dionysian is also defined in terms o! cata 
clvstn, fin itl i ti - aod spontaneity, and is ait expression 
of mother-cult, earth itself, the implication is that 
the 1 lionysian imagination is rooted in nomadic dis 
coufseish In fact. Dionysus is nomadic, it exists out- 
side of kiuiid.il ies and acknowledges only I hi' desife 
eli Eras el . i lie importance ol nieniory and a complex 
constellation of cosmological artangeriieius. Myths, 
legends, fables and the unwritten replaces discourses 

" t jnnlk- Tiglij.. Vi m/ Ffrwtuf r lominn I'mpiin l^xib. | '.hkh, 

r '-V 

l^lJu ^ ims nl l U wiLjun ms a Mining j^iam nnfiLr thr Jcvc^r 

mt'ELt I >1 JV^puUf iiilcuic III iLOliiv Ilf A H.irLIjyik' kcwnrEt ApillliiriUll 
slvv vulo > 111,3 UmiiyMjn earth suit fcpieM-m a ma|nr inimmiHm in 
ul' chink .itami ihc- consrnivtion nl thr %ubtcviink«r m uiliut 
jl iievdupfTKfii 

i flic tk' Kihiv , E rlii lU * 1 Kihin.' I ctiVj] ] ThmOrl. S*Eja/ ttf 

tk&l ««,“ iwi 
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of ratkinaliiy, (he Apollonian temple of reason and 
order, 

BiYJiijii* of I the- Antillean, rhc hybrid* the 
C reole is a manifestation c»| nomadic consciousness. 
I hey jrc, in lacr, New World iionudh (vs[HMKiing to 
N tr\\ World experiences of cultural adaptation* bag- 
men tai km and disliH^lion. J h eir quest is to urnkr 
stand the fragmemaiion process. In this context dc 
Rooy s lilam are express be of the f "reole inugi nation 
arid existenii.il experience, Ilieir l reoli nation priKess 
is a phenomenon unique to the New World and is 
an integral component of Antillean existence. Ie is 
that which best defines it. ][ is defined by j com pic* 
dialectical, syncretic process best borne out of dera- 
cirutiun and ciihiir.il genocide. I'ur^pc s encounter 
with jhnrigir.il civilization of she Caribbean and 
America cjh only Ik understood as instances of ter- 
ror jnd submission. I n other words, deraci nation: an 
attempt to obliterate memory. Thai was the object 
of [lie white pknlocratic class and the exist cm ill 
horrors of the middle passage. I be black IxhIv was 
taler to Ih- reconstituted as a tabula r rasa upon which 
.1 complex vocabulary and grammar of f rcs.dc exis- 
tence could k written. Kxistence therefore becomes 
something fluid .1 n d syncretic, t' reoil izat km is the re- 
mote 1 he grammar oE brutality, niistengenarion, 
negotiation. raci.it fusion /exclusion, mimicry and 
parody. hitfopean. African and Amerindian cross- 
polin.iie. ill s [indite is born, a drama of l honvsLtll 
excess. 

It ns this drama of encounters ihaT de Koov has 
often referred to as a “colonial orgasm,” the recogni- 
tion that 1 he Amillc.iri is a product of this orgasmic 
fhtw — t Ei l 1 mixing ol blood. language and culture . 
As an Am illean a nisi, de Koov is himself a pr<nliiei 
ol this ‘“colonial orgasm," and his films are emblem- 
atic of tins l-viseltii ial experience. In other words, de 
Koov approximates I..I..R. James's notion of the 
ideal artist: 

A supreme anisi exercises an inHuvncc on the 
national consciousness which is incalculable . Ib- 
is created hy ii hut he himself illuminates and 
amplifies it, bringing the past up to date and 
charting the future / 11 

As has already been noted* A f matins. Salt/ of Pewit to 
is the most dreamlike of his two (ilms: it expresses 
iriHtM clearly Eterginan s tnsigh 1 that when "cinema is 
11 01 document, it is dream.” Its hermetic resonance 
is what makes ihis film magical and rescljinry. As 
N iei/schc- suggests; 


* Nothing is more vour own r Is .111 your dreams. 
Nothing more than your own work... content . 
form, duration, performer, spectator in these 
comedies you are all of this yourself ." m 

Atwatite, So id of Dfs&hto is an exploration of die 
.niLiL-ni mess 1, ih myth through an epic narraiive 
sirnciLire in which de Roov uses cinemaiii tech- 
niques that hot serve die epic talc I "he fust in a ml 
ogy. de Koov re willy declared that Atman f a mytho 
logically announced the itsessialr, lIi.ii lie was given 
shajK 1 in A ra and (udmri and is to Ik manifesied in 
the next film; 

Tlie basis of a culture is the way It deals w ith the 
c&sences oE life, eroticism, deaih aiwi the magical 
and religious elements which forms it. As an 
artist and filmmaker you cannot escape the essen- 
tial influence of these elements, 11 

Atmacha. Sou/ of Dr iota to expresses cht human 
nature's si niggle her ween creative and destructive 
power?, good and evil, life and death, i Irie of its key 
organising tropes is the theme of travel: existence- is 
again defined in terms ol Hows, journeys, anil what 
j Vs Iiomk E . iiahriel refers to as ""travelling jcmIici 
ics. in his inquiry m nomad n. discourse* as an epis- 
I emo logical site for the development of an .dicrna 
lice aesthetics ol black independent cinema 

A! manta. Sou! of DrsoLito is set in <, "ur.11. Jo ai 1 be 
rum ol the century among an agrarian coinrminiis 
ot former slaves m ihe village ol I )esolato, with i he 
life ol its inluhiianis intertwined in magic, ritual, 
religion and sell-sulFiciency. With the ontological 
status of lor me r shvo the commumts luis eonstruct- 
txl a society far removed Irom rhe racially codified 
existence ol 1 he ‘ shone" - the white plan tocra tic 
class, 1 heir former masters. Bin wit Is Ainu Sola, 
patriarch o! ihe ‘"shuns” and the personification ol 
evil roaming ihe red earthen plains which circulates 
I iesolato like a net, the people ol E iesolalo forbid all 
contact with the “shuns. 

Bui Ainu Sola s identity goes luribcT than a mere 
symbolic representation of evil. Ilis tdentny 
defined in term? of fluidity and Hows, anti invested 

L .H. fimfs " I Ih’ Artier m tIk’ t jnhbnn/ 111 Ens ffv i ktatr 
!n t hf I'mtm V/r’i rrri 1 < I iiiilEhiic Mhviin jm,1 I elI . 

1^1. p. 3^^. 

\ Si irU^tlsE-. i I ftortgiiii irto tfc I^rrjueiiift uf 
Miin. K.|. Hii1Iiii£cLiIl i jnniif *s%jT7 1 -ll»b^!^l^;^ i , L’nivcp-m I 
rw2), jn ks 
1 1 df Km a 
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Not nun fh. IX Pahn. pmJuur and bubs iff Hooy. lEiattoF . Irw C~ ( nthnti 


xvuh 4 I hoftyshn sexual personae., 
he is 1 lI | 'ii t I l" tat psVLhosucill trans- 
formation: from mile into female 
or 4 fi 1 ml j I . Wilh the u pac 1 1 v lor 
assuming differenc identiii^, Ainu 
Sob’s treachery is only revealed 
xv hun t lie vigilante ol IVsohln s 
inhabitants is weakened. I lowever. 
ii is Alma Sola’s powers of selh 
E r j rishorin.it 1,1 1 11 that makes In ill 
HiiuLiisc .lei ti transgressive. dm 
being ills’ source of hiv power*, 

3 Contend that Ainu Sola's dix 
play of iraiis vest ism is a Dionysian 
idem tty trope that enables him 10 
enter the universe 1 ofTvma le experi 
ence. I'o embrace female personae 
is TO pass through the dark tunnel 
arid into [lie Eertain of kmillim.- 
sensihi lilies. Here we have Alma 
Sola's afl irniaE ion of Ins radical 
identification w-tch [he mother. 
One should a bo note that Alma 
Sola also has 4 nomadlL c'fcisieilLt 


XV h Li It IX tela led Eo the Tllodle I 
iijlt, i he he j ret of light. 3 eshonie 
( bbrid writes: 

* I fie nomad is isolated against 
forces eIue are more powerful 
than lie. Dejected and con- 
Eusd. silling around an open 
fire in die evening, he j^.i^cs at 
the open flames and Ih'^iiis eo 
hallucinate jIhuic [he legendary 
sp r i ng St nld en lx, thra nigh t he 
ha / e lh ere .appears a woman 
i hit the nomad has 1101 seen 
before. I he woman stands in 
lI.it kriesx. Ekav lung into I he 
tire, she grasps 1 handful of 
glowing embers from the ashes 
4 iid throws tliem high into the 
lua veils, their trail of lighi blaz- 
ing “pathways to the stars, 
liver since, moon beams and 
starlight have guided nomads in 
die night /’ 1 * 


I fesolaio s spiritual guardian is die 
priestess^m Jiriarih Solent. 1 
herbalist and a spiritual inediaKor. 
Solein has lud eo sairifice her fer- 
tility for the well being of 
I Vsolato, ll is her i r.insgresxii ui of 
this rote that .imiuum.es contusion 
and chaos nx I Vsobto. forbidden 
from having rclaimnxhipv with 
men. Solent "» desire Eo eJi pef idle e 
i he “mystery of phvsieal luxe' pro- 
x ides Alma Sola with the u§i|ioiiu- 
niiy to lead her into the theatre of 
physical ecstasy, While in search 
lor food and herbs. Sokm, acumi 
panied by a young hov, I ucio. 
em 00 tilers a xvou tided roan. 
Moved by a profound L om passion t 
she hides him in a cave and nurse's 
linn. huE in doing so Sole m x- in- 
la tes the rules ol L >e solar o. 
Sedueed by the man who Liter dis- 

1 - l f l t ijfurk't, p. U V 
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appears, ScnI^iti is expelled horn [lesolatu wh en fur 
pregnancy bmiiiH-s known, I kr pregnancy ix associ- 
ated with cvi] forces. 

Afrtm de Rnoy ii'tmm to rhe tropes of’ nomadob 
ogy, racial fusion hi rati "spiritual jummaEion." Sofem 
ls turned into [he wstndrrcr/fioitiad ax she, I ucio jihI 
tlu- new horn Al madia leave in search of Matri/ di 
l h it-djE, the place of dwelling spirits. Solemn journey 
Imome* j quest for the Fight of the spirit world, 
wFikH wifi cleanse her and Alniacita ol the ravages of 
t.t Lvil, Bur with Matrk di Beitai I ocjted in the 
region of Alma Sola, SoJern * efforts .ire ihreatcned 
hy salmi jge. Hit struggles wish Alma Sola results in 
the- death of Al mac if a, md it n Lucio who carries the 
Itody ru Main/ di Picdat. where she is lekun into 
[he world of ancestral spirits, Almacitas tragic death 
^nul rebirth becomes a kind of consolation lor Sokm 
when she finally arrives in Matri/ di Riedat. 

C le-aimd of evd forces, Sofem and Lucio return in 
Uewdarn. hros, the hie force, conquers the de.nh 
instincts Jiid redemption is secured through rebirth, 
lu some ol the film s most intensely lyrical passages, 
the Dioiiysrin vision is expressed in .t ritual of song, 
djine, music k eaves, and the symbolic references to 
nd earth, Existence becomes a ritual of' worship to 
the power* of nature. 

\\ here Ahn*H'Hti y Son/ of ihioLiio i\ an e\plo- 
raiioti of rhu legend, and die powers of religion jiuf 
tiiytholcjy, Atw c/ iisihrfff deploys fine Leri Era) u L mi 
oiie regime rhrou^h %c Fi i u. Pi de Rooy examines artistic 
vision and the jiolitics of patronage, colon ried and 
toloniftcr .md the psychosocial dviumk^ ol vruiuJi 
iv. I he n. ora rive revolves around the ancient messi- 
ah imrh ,ind its archetypal status mi Antillean cul- 
tioe. I ddfer from those who cfaim that di\r c* 
(nil W/ is a historical dr.un.i set in an exotic Watson, 

I hit kind of leviiul reading servo onfv io mi prison 
i he film into the madhouse of realism and hisiorical 
deter mi nicy. An alternaiive reading of tbi* film 
would necessarily have to exist outside ol the formal 
i*t ciusMs ol realism. As a ponhact/con struct ion of 
the < fcole imagination, the film's nomadic structure 
indicates an aficmpr m develop j cinema free of 
boundaries, a cinema in which genre i* made redun- 
dant and the Apollonian lemple upon whiJi genre i* 
bwilt crumbles. Again, leshnme Uihncl succinct! v 
renders this possibility: 

Nomadic cinema brings jii unprecedented and 
unexpected job to cinematic reality by smashing 
down boundaries — between document an., 
ethnographic, travelogue, experimental and nar- 


rative fiction. Nomad k cinema makes both habit 

and vinue of this job." 11 

i men 3,i as an aestheik journey f ree of boundaries, 
driven by Hioiiysian desires, is precisclv what fast r- 
n^ies me, because cinema is once again reclaiming 
its rig hi to invent its own mythologies. In Aiw 
itdkrtel we have such a moment, Bot die film is jf* 4 i 
de Kooy's most intensely Fammun in Eerrog.u ion 
and j issts. e ion of t he C .rt'N ile psic fit.' and he di m,"s mi 
I h rough a series of mierWking narrative tropes: reli- 
gion, miscegenation, homo-erotica and cul rural con- 
f Vontai kin, 

I he film is set in IV4H colonial Curasao and de 
Rooy um^ the painting of a Black Madonna ±\ j pri- 
mal scene of caihams to deconstruct ihe insular 
decadent morality of colonial set tiers and hyjhicrisies 
of iFse church, Ihe nimiivc hinges on a radical re- 
interpretatinn of L hristianitv s inost enduring tro|H r : 
ihe Immaculate i.oncept km, ft focuses on the; myth 
of the Archangel t. ah rich who brings joyful tiding* 
to the world, impregnates rhe Virgin Mary and then 
reiLirn* to the spiritual world through death. 

ft is de Bony s imagiiuiive use ol this myrh that 
permeates ihe film s narrarive cortiposinon and 
emFiel fishes his characters with complex psvehologi- 
s al div|iosi lions. It is very much about what happens 
to people when the sacred is factaJbcd and when the 
Antillean artist altemprs to express in his palming 
the grammar of C.reolc existence, I his dilemma is 
most clearly expressed when the painter (ioedhioed 
pfesern* his sketch for the M,id<>lin.l lo his pj irons, 
the LLcksi jscical order of rhe Catholic church .md 
the island s governor arid his wife Their reactions to 
ihe painting of j Black Madonna represents j scries 
of splits, which is j state men e js much al>oiit race as 
it is dbouT i lie mode r n i si movement in painting. 

I he first reaction comes from Louise, ihe governor's 
wife: 

* hi* really is rnnsE imercsiing Mr. (Ioedhioed. 
ha centric. I how AniilJcan cleiiienis eomhined with 
Western leehniquc." 

But the governor s reaction is uimewkn c ire urn - 
spcci, when turning to ( #ocdhloed he savs: 

J echnically run had. bui a Midon ru against an 
Antillean background doesn't seem histmicallv 
right."’ 

I roni this difference of opinion the n.irrarive 
un folds from one carhartic moment io ihe not!. It is 
(■abricls (the painter) vision of j Black Madonna 

^ ^ E L'xlmjnc' F I. t ijbrid |i " i. 
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for f he Antilles that prcapNIlP 
character rraiisformaEiou, kausc 
his vision ol arr unli historical and 
im id) relevance appears scaEidalous 
to this Antillean community. The 
emotional and spiritual chaos that 
this uihi'ii is t w n - 1 old . I'lFsC, 
l i'lhricl is not i native ol <, ur.K.ut. 
Mis niMl'tUT is iicpmi JtliL , tie is 
from Surinam, also in [lie Dutch 
Antilles. f le is an outsider and bis 
presence signifies disorder. 
Second, he chaoses a local young 
teacher. Ava Record itia, the 
t !reole l la ugh l L : r ol Jii Atllillcan 
m min - 1 and Dutch father as his 
model for the painting of [he 
Virgin Maty. I "his symbiotic rela- 
tionship is further problema tired 
when Ava becomes sexually 
involved with (iabricE. This has 
the effect of forcing her lover's — 
<he while pulin' chief f.atlos 
/atius disapproval to mm inm 
fear ( psychoses iial anxiclicik 
whkh will later result in violence 
againsi both painter and model. 

In (he end the painter hills vic- 
tim to i he scandal dui his vision 
has fuelled. The moment he 
arrives he is warned by the police 
thief Carlos Xanusi “^ r e are easy 
going people, Mr. tioedhloed. hui 
il necessary we can In- mean moth 
erfuckers.“ 

In the resulting tragedy de 
KtHPV weaves a com pies machinery' 
of Antillean characters to produce 
,i pori rait of Am 1 1 lean existence 

[Ime is Em ,[|. celebratory and ir.inv 
grcssivc. But u is the characters' 

I jmiEiian personae* iliac remain 
one of the film's ou islanding 
achievements. Initially, before her 
encounter wiihCtahrici, one imag- 
ines Ava to have an identical psy- 
chnracial existence as dcres the 
An Eillc.ni figure of Mayotte in 
I- anon's seminal text Rtarb Skin. 
Whitr \Lr*l'i. Mayotte asks lor 
nothing mute than a piece of 
w fineness in her Jrfe- I ike Mavo^Ee. 


I i hi nk ih . li Avj's diLLation encap- 
sulates what F anon meant when he 
wrote: 

I'he number of sayings, 
proverbs, petti rules of con 
duct dial govern the choice ol 
a lover in (he Antilles is 
o-vtou tiding. Ie is always essen- 
tial to avoid tailing into the pit 
of rugger hood, and every 
woman in the Antilles, whether 
tn a casual flirtation or in. a 
serious illair, is determined [o 
select the least black of men. I 
know ,1 great number id girts 
from Martinique... who admit- 
red eo me with complete can- 
dor that they would ft ml ii 
impossible to marry black 
meri" H 

Au s encounters with ( jabrieL 
first as model and later as lover, 
represent catharsis; die origins of 
Iwr later personal transformation 
germ i nates in this encounter, It h 
4 slatViTH'iit alioul die powers of 
art to transform concept ions of 
sell, and personal location within 
the larger fabric ol nuliural ItoWs. 
Again, in an ensuing confronta- 
tion with Fht root her, die smash - 
ing of her faiher's photograph and 
her battles with Carlos /ar ins's 
fa mile, these are instances of Asa 
Mrugg!in(i to cleanse her sell of 
racial demons. Without basing to 
get stink into Ilium analyse* ol 
c ha racier psychology, my InnJ.e 
men Eid contention is that dc 
Root s Lomplex st u d \ of racial 
psychosis, sexual personae* and 
the pow ers ol artist is vision to 
provoke, scandalise and heal racial 
laceraiions are emerging as .1 cen- 
tral feature m Antillean cinema, 
l ! ndi iof i ted 1 1 t Flew q lj est i e ms 
will remain a central feature tor 
epistenlofoglL a! and EUllEplngwal 
inquiry. VViete i\ \\w\z choice in the 
matter. for this is the Antillean's 


culiunland historical inheritancc- 
And as the literary giants ol i Fie 
^internal plantation “ have done, 
Antillean li Ini makers will have to 
do likewise, 1 he E.isk is Eo COfULIl 
uously invent new ways ol 
addressing our existential stales, 
like 3 anon lias clone m psych ta try 
and Walcott m poetry it ls mow 
tin 1 turn of hi in makers to achieve 
[his in cinema. 


* * I- 1 M\f i jjniri. HU, i‘ Skin, il ‘hitr AUiki 

i 3 nndim. F!iiEu grew, a" - 4 X. 

I -jIIlph's in'.juiiv kTIElp I fit' g^i-tfii: nt lli+- 
AnrpLIfJii iv ■ 'f ki i iiiLjHiir.kriLi.- li»mii.ln 
aandmg rhe ckprincvium* tafEWisrn cjojI 

pws hmit JIM.I 4, u 11 mm! 1 1. 1 l~ 1 1 1 kti An ultdrf 

uarhting af rlus wmbutu* is l ritual. Ixcjjm 

ii |<. hclwnn thne (i*o|!h 4c* i lut ■ lie 1 1 n 

rAix plate. ^Jiviifi's sfcgnifkjrRc * i ii t<w rhtun 

cmj i'- j\ mipiTiJikc .l\ il 1 1 II tiir I'ltitL 
pExhum jrhf ihv Watk miIskvi 
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T H E a n x ions LI B E RA L 


by Deborah liuol 


I I the pjM five years are any indication of jmhlit 
i merest in the idea of Indian ness* there is a seem- 
ingly endless audience lor the su>r>- ol the victimized 
“Datues with Wolves" Indian who suffers ac the 
[land of the sadly misguided, vet completely jhiwct- 
1 1 1 1 “dominant society. In this way injustice is 
revealed hut only by underscoring [lie powerless nets 
of Indian people , 1 * 


I Klmnih |X>scE4tor'i remarks on })±Aih*s irtfft WW/rt 
stress one of the political iiinsapncci of commercial 
cinema's usage of Native historic* and communities 
in l he it product*- Keeping in mind the relation 
between images of powerless ness and coni inn mg 
racism. Iiow do we account lor the [wipulariiy ul films 
like Ihtnt'rt W'ith WVn/iw^We know [hai white cultur- 
al institutions haven’t suddenly been purged of 
racism: this suggests that any mo vac almui tippfew.il 
people iliat engages the white public's imagination 
should he regarded with some suspicion. And, nm 
surprisingly, die recent films chat claim eo of lei a 
‘sympathetic’ portrayal of Native people often contin- 
ue to use s|K\ifit tuples and narrative structures that 
link up Eo more explicit kinds of racism. 

1 IMxwah tXpUJim. likffi An txfribu <wi j-Zur \yi?ifroi* 

ip/ iffiiMtnmi Utr JFitSuiiil ■ W'lhsll.LnJ I Lillurjl*. kSkEn-, ! 4 ) a >J), p. M. 


4.1 


Cl H tAC TICK 





Now the problems with / J'rff/m ll jff/j UWrry are Nor I v obvious: the coutlicEs kiwivn whiles .nul Native* over 
land JR amvcnifnilv siluitai in the pjM; [he num sior\ is vet another love story between \v h itj, 1 people m an 
exotic setting: the film enforces a distill l turn between g^ul and bad 1 ndians, here inil I’lwncc. I think 

it's syrup tmi i.ht it clui the white audience ,u my local theatre collectively and idles ivcly gasped “Oh. mi' upon 
i he first jppcjrjnce of Native people in the narrative, which underscores, once again how deep the white fear i>l 
Indian people I he critic Ward t Church ill referred to the movie as l^iu why of South Dakota. 1 which prci 
ty much encapsulates The film's status as a colonial romance. 

By h*. using on the past, the movie allows the nomNalivc audience m play out certain romantic fantasies 
without ever having to engage in toniernporaiy struggles: Milton Burn With A \ cjodi commented ibh at die 
same time die Blackfnot < \mfederaty l.ondightcrs were lighting against a dam on their land in southern 
Alberta* he couldti'i get in io see Ihimts With U'Wm in < ’algary because it was so popular with white people* 
presumable more or levs the came ones that didn't support local Natives cm the dam issue, Miltons experience 
points to another problem with commercial films, that appropriate and utilize Native material and/or claim to 
address Native issues, past and present: they rarely have anything to do with any political commitment on ihe 
pan of non-Nativcs io understand anti support conienqiorary Native stria 

There are reasons for this. In most of die recent com menial offerings, whai the audience sees again and 
again are violent Natives and tortured, guilt' ridden while liberals, 1'hese movies have a didactic function 
whether [lies' know it or not, although tliL'ir purpose is. it is claimed, to entertain. Idle constant I'Kimhirdmeni 
of ihe audience with images of Native violence and paralytic white guilt seems so ideo logically suspect I assum- 
ing we Ljn still use these words) that the enter uinmeni motive is easy to overlook. Ii s not really a question of 
conspiracy on the part of filmmakers- Rather, filmmakers, like ihe rest of us. make use ol eunveftknt ready- 
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m.xdc images Jruj itupc* {such as i h l’ vanishing Indian'} that funvEiun as a kind ot' shorthand and iiHivenientlv 
and quickly namum/e disparate nu i l-m jJ . 

I am interested here in mem commercial films (hat have j reasonably wide distribution, spec if k ally Thrift 
"Jit* Ate of Hit i'rifc flm** tijth U ;Wm, and HWrrWr. (There -ire a* her 

I Urns* Nsr instance, Hitttt Ratv h which I did tint include because E could run k^r [he though E d through 

.l movie ahum Jesuits,) 3 be tropes and images ap^x'anng in commercial lilmsare sy iiipoin.it k o| vurrcnr con- 
vcntionil views and dominant discourses and as such u» tell us something ahum contemporary rjiism. These 
^ ms appear ro he ilinxid at j range ill audieiiLcs: Eor instance. f /r«/n ut hail a relatively limited theatrical div- 
tributiun bui lus dune well in video, whereas wav nude tor PHS, which would wm 10 limit the audience 
Eo til Lise who maintain some sort id' loyally to a not inn id high culture- I he question ut taiga audience un W 
complex, How do we i rb e l 1 r| » re’t the presence ol several copies ot ( ftiimii at a video chie lei its a small town in the 
mj [ l‘ of \\ as fungi on, w'iih a nearby Name cnmmumrv jir) a white f* »pulai inn nE luggers and count c cultural 
feliis? ^t'hu s renting the video? I he trim newt made iiio the hxal movie theatre. 

Violence 

I he F.urupean and while North American view ol Natives a* dangerous and violent has a long history The 
noiimi id" m^n-humpeans as violent predates 1492 and is apparent in sen early attuiinrsof Arab and African 
people in l.umpean texts. Alter 1492, I tiro^au accounts ol N arise |ieople were sometimes initially couched in 
terms ol Native kindness and gentleness. hut my resistance to colonial encroachment tended m Ex discussed in 
terms of a supposedly inherent propensity io violence on the pan id indigenous |vupk% Because rhe nut inti of 
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Native viulfntc is mi long and pervasive, n 

IS jM e in iiruauft many o! the inures w-c see on 
vcfeeu, 111 part kcause ii operates a% .1 way of con- 
cealing or drowning nut discussions cnI colonial sin 
leffice. 

I his |HFyins to how w-e underfund history' and 
the way historical narratives are structured around 
violent events. E11 mm-Nativc versions of colonial or 
Native history, the violence that is usiyllv empha- 
sized comes Irons Native people. With respect to 
hlni, t think it’s important to pay auenrion to how 
the trope ut Native violence relates 10 (he psycholog- 
ic al effect of seeing violent acts on .1 movie or TV 
screen. The point of violent images is tn shock the 
viewer, and it works because the emotional charge ol 
st'eing a hideous act ol violence wilt stay with us and 
over Jeter mine any other messages the bints are tn 1 
iog 10 get across, In 7 /r Last 0/ tbr AL&hiaim and 
i Ifiinut, two recent movies which were advertised as 
king pro- Endian (at least to some extent), the on 
screen violent acts are .ill committed by Natives. I11 
Mk had Mann s List of r/r Aia/ricam* the action 
nf the film is set against the North American war 
between the French jiiJ the British, but this remains 
in die background ol the mam story: alt bough we 
heard cannon tire, we never saw close- up effects of 
violence earning from the Kuropeans. Ilui Native 
violence is constantly presented, w ith scene after 
scene being displayed of people being hat ked bv 
tomahawks and one scene ol a white man being 
burned alive according to what was supposed to k’ 
Iroquois tradition- f Wc note in passing rhat 
C.ariada is the source (if the violent, anti -white 
Native people jn the trim.) I hese are the images that 
remain in the non- Native viewer's mind, because 
tile y so ably reinforce white fears. 

'/'/v 1 trf iLr Matmam can he ii ghs of" as an 

Eastern, w h i:^ h is to say, a Western adventure narra- 
tive set ui the east, the locate of which till draw 
attention away from the extern to which the events 
comprising [he narrative conform to traditional 
westerns. We are presented with ,11 tacks hv hostile 
war parties, puny git Is" who require fw uing. a cute 
lea t here lad Iron t ie rsm an . a n d con r in ut ms out d 00 r 
action scenes. ITtc film marks its supposed sensitivi- 
ty' ti> the Native comm unity hy hiring Native actors 
and acknowledging the American Indian Movement 
in 1 he credits at the end of the movie Sit would he 
very interesting to hear how that went down} and 
having some of the characters speak Mohawk. But 
the narrative shamelessly reproduces old .stereotypes, 
wloeh clearly demonstrates that hiring Native actors 


is not enough. 

] fie vengeance motive tfi at underpins the action 
of the narrative rs presented as a kind ol pure vio- 
lent e th.lt IJ kes on a life of its own. as we also see in 
( Litfiisi, l Jie Native characiets aie either complcle- 
lv malicious and violent, like the bad guv Magna, or 
the y are benign and vanishing, like the good guvs 
* hingachgook and Uncas. In iliis film Native vio- 
lence IS at once arbitrary and the result of an unrea- 
sonable thirst for vengeance, here on the part of 
Magna, l or the average viewer, burning someone 
alive for reasons that are not fully clear seems unnec- 
essarily cruet, even il he is a pom|*ms Englishman, 
Vet the vengeful Magua is a more compelling char- 
iLier than l hingachgook and Uncas because the 
narrative is constructed in such a way that the film's 
gmid Indians' stay in the background and seem to 
defer to the white hero I lawk eye, played by Daniel 
1 ).iy E ewis, We note that in the film Hawkeye is the 
one Eh, 11 argues to an elder that Maqua is not a 
good Indian’, but rather someone who ih rough his 
thirst for vengeance has become white. We see in 
dus film an old device — the white nun as a media- 
tor, presented as the one who ksi understands w hat 
if means to he Native, 

James hen (more Cooper’s novel is quite different 
from tile movie, and locusrs on a doomed romance 
ktween a white woman and Native man. The knik 
is an extremely racist text, permeated with the 
bizarre racialist theories of ihe nineteenth century 
l for instance, he believed in ihe natural, mutual 
repugnance of ' races’) and the notion thai progress 
results from wars of cxicrminai ion. Whereas the 
movie const rue ts a love story between Cora and 
Hawkeye. a white couple, the novel’s romance takes 
place between t'ora. who is described as having a 
small amount of African "blood,” and Uncas. i !ora 
ami Uncas of course have to die because they fall in 
love, suffering the typical fate of mixed couples in 
colonial literature. The hero Hawkeye appears as a 
I i initial figure, a white man raised by Native men, 
bur as for Kipling's Kim. Kuropcan "blood" will tell, 

I his is one of the main points of ihe story. Why 
make a movie out of such a novel in this day and 
age: It seems clear that Native themes are ‘hot’ these 
days in I folk wood, hut surely there are other ad ven- 
ture stories th.ir could be made into movies. 

Tiff L*i*r a/ 1 fv Mehkam functions as a kind of 
counterpoint ro Damn Wtrh U'Wrnr, which has kxfi 
accused of 'romanticizing' Native people because it 
depicts Ltkota culture as functional and the Individ 
uals as complete characters. 7 /v last ej ihr htohh'&tts 
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warns its audience ifi.it while people diould Ik cj re- 
KuE J.l>t>ui revering old - ei me Indians, as f.iLCorduig to 
[he Him) these were malicious atul vengeful f unless 
they were dekTenEial and/or dead). We note (hat the 
violent Natives arc presenied .is being mure or less 
Iroquois, which also draws upon ihe timeworn prat 
i i-L t- ol viewing the nations comprising she Iroquois 
Confederacy a> p.irtiiuhrlv frightening. ' The mo 
sj^L- of I lie film seems dear: while (Kuple shouldn't 
chink too li infill of Native people or soLiciiev 
despite the benevolent t Jnngadigook, portrayed In 
Russell Ml. ms. 

More Violence 

1 he IWI Him ('Jean- at, directed bv Richard 
Ihig.igTi. deals with contemporary l.in-d rights issues 
in Canada. and is .1 fictional juimimi of the afier- 
rnaih of an Ontario land claim tfi.it was rejected by 
tIic courts. At the beginning nt tIic film we very 
hrielly see the RG.MI * 1 busting heads ai a blockade, 
but w hi 1 t fi i' camera really focuses on is Arthur* the 
Utah j m i j reef re l ha r.u t er, it tracking pet ip le w i t h 
knives, and a lengthy scene in which he debarks, or 
flays, .1 while niaii's Up. Over and over again this 
film shows scenes in which the Graham Greene 
character. presented as ihe archetypal angry Indian 
man. asts violently, While the racist mill owner is 
presented .0 personally unpleasant. he iiliimaielv 
becomes kind ol martyr in the film, mi fie ring what 
most viewers will see as the extreme cruelty of the 
land rights ,iLimsi. t.rilie Marjorie Bcaucage puis it 
succinctly when she writes: “('Ittirrut nukes the 
audience hate Indians ."' 1 

In ( current land issues appear totally 

polarized. As .1 result the white liberal goes cra/v 
kx.iLJse fie can't decide which way to jump. Peter, 
the liberal lawyer, goes hack a ml lonh. first agreeing 
wttfi she Native nun who wants to protect die earth, 
t hen with the white mill owner who wants to 
clearcUE it: there is no consistency to his beliefs, 
l iberals are having a hard time these days, and socm 
more anxious than ever because they still un't seem 
to l oill ni i t them seises or Co take sides. This film 
seems to lx 1 warning white people that to think nn: 
profoundly about afmngui.tl rights issues can valise 
insanity. Ikx.iuse Peter was ihe lawyer who hist ihe 
[and shims case, fie is angry and. moreover, appar- 
ently feels some Lorifusiou and guilt because of his 
privileges (or at least he is dullenged ahout these 1 bv 
a Native s ha raster m the film, who refers to his ear 
phone in I omnto). I he movie script* ihe unlikelv 


worth into an elder s mouth: " Somebody must pay,'" 
which Pet ei interprets as a call to vengeance. 

f Irarfut Ivconies a more interesting film when 
read, possible against the grain, as ,1 crirkjue of white 
fantasies about Native peopled Peter, the white lib- 
eral lawyer, finutam Arthur out of his own anger, 
guilt and frustration, and out of what he had read in 
books about Native violence and anger. He is full of 
subterranean fears .lIhhli Native people, the result of 
4 lifetime of racist propaganda, and this is demon 
st raced in his expectations of Arthur. Arthur, for 
example, eats a live spider and announces “Apache 
style" Ixeause the lawyer his read in hook* that this 
is what Apache people do. and at some level this 
frightens and horrifies fir ret ( which of course is the 
purpose ol such hooks). ] he angry Arthur, then, 
evtsrs as a coral projection of the white man. Rue the 
film fails to make this clear. One reason this Joes 
not come across is because Graham Greene s acting 
blows everyone else off the screen, and his character 
therefore becomes much stronger clian perhaps the 
a le 1 ho r ini ended. The Arthur chancier also makes 
an impression on the audience because he firs into 
the lone- individual -seeks- justice pint line so Jx-I. >ved 
by flullywitod, even af in this instance the character 
is Native. 

A Ft hough non- Native colonial violence is referred 
to in films such as AMtrcam and ( ffarrtfh what we 
actually sec are Native people committing brutal 
.is is. And perhaps more importantly* t'Uarcus offers 
.l completely polarized version of land rigfiis issues: 
there is only death and torture on ihe one side and 
rape of die la ml on ihe other. This enforces ihe sta- 
tus spin bv encouraging ihe viewer to believe chat 
1 hete is no way out ol the impasse, a state of affairs 
i ha 1 makes personal responsibility appear to have 
nothing ui do w ith the issue. 

Unhappy Liberals 

I he .itigsE of tile liberal lawyer in (.iranm is mir- 
rored in the PBS docudranu htw T/v nf His 
/wAr* which telb the story of the famous aniliropot- 
ngio Alfred ktoehers relationship with Ishi, the so- 
sailed last wild Imhan of California* who lived in the 
anrhropology museum at the university from his 

1 News atumm:* nf [hir 1 u jn,ti>if j]\hi li till ^ l's j chi'!. ifijikEtcin af 

1 he ^ mk-ni and wjiElLc Iihh.|uhhv m irlrfciHO to ^tufMwf. hi-,iiir^ 
fc M jr|Hiric Heaueagr. "1 dins jUhje Imfigenuui tVupks, - Fw f 
nugj;ine. VC'ifhct p.2?i. 

s 1 whimM ItLr tolhjiiL Bcvnly IWi and \lk r NitwiO lc^ JnrLp 
frtp this inifTpriTJiwm nl ihv film 
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capture in 1911 Lint il his death in 19]<y Ishi is 
played by I Iraham i .revne. 

hi h/u t i lie while lilx.-r.h]s are guilty and miserable, 
rather than angry and insane, pisvihly b^aurf they 
are academics. Nevtnhdeu, the academic and wien- 
lilk di.w;mirH^ due underpin racism arc hoi put into 
question as a whole: the while remorse exists purely ai 
t he level of the individual. I his reiterates the useful 
lesson: liberals ultimately side with Kroeber s 

unhappiness seems e e> have io do Nub with his role a* 
witness to his wile's slow death from consumption 
and to i he supposedly wasting and dying cultures 
upon which he has based hLs career, and here his guilt 
takes on an existential quality. Kroeber is presented as 
a refined man (some thing like PBS viewers) who 
knows belter than the average white person ihe value 
of what is being lost, yet fie is nevertheless unable lo 
act. In the story he acts too slowly 10 keep Ishi s body 
from .1 rt autopsy after his death, as he fud promised. 

The film, not surprisingly, tries io preseni the 
anxhrop^ilogist as some kind of inter median between 
white and Native rather than as one more represent a - 
livc of colonial power, and, accordingly, (lie colonial 
violence with wlueh Kroeber is complicit is displaced. 
1 'he point of the film seems to be that Kroeber come* 
io recognize Ishi as a human being rather than a spec 
imen. and tlul this recognition produces guilt and 
remorse in r he anthropologist, a const met extremely 
problematic. At the end of the movie Kroeber sings 
lor Kfii in the spirit world, not that it did Ishi a whole 
lot Lit good when he was alive. Rather, an the lihti Lfie 
function ol the singing seems to lv to make Kruclx r« 
the anthropologisi, led fitter, and fie is Thus able to 
redeem himself and. by extension* lus project, hi this 
way the story of Ishi becomes a story* of a wince m.m 
coming in terms with hts world- historical and person- 
al gLaili. Ol course. Kroeber never feels quite guilty 
enough to put fits own posmoii or academic disci 
pline into quest inn. hi (act the question never even 
comes up. a fact which is p resu niahly oE some cotil- 
lon to ihe viewers ol PBS. 

fJn was released at about the same time as 
/ hutuitrinrart and was so depressing chat after watch- 
ing it we all jumped m a cats so go to see 
Jhfiruirrfwiiri for the cfiird time. I he viewer o| AAj is 
treated to lengthy scenes ol the white man's horror at 
what he flits done. as kroeber contemplates the rows 
and rows of Native skeletons in. his museum- This 
film really is unremittingly bleak: everybody is rigidly 
t rapped in his or her role w ith no room to even ques- 
tion their position, much less move. 1 realize that the 
real-life story of Ishi is extremely sad, but the III m 


u n i v e rs a ] i / e s this sadness and makes it seem 
tnes Liable, and healing and l flange impossible- Hence 
die depression tibi produce's. 

1 hunderheart 

Mil. fuel Apted s //fK«riWSwrf is a more salasls 
ing movie than the others I have discussed, despite 
(be problems tliaL ate endemic to I lolly wood- type 
dims. I he story is loosely based on, or more correct 
ly uses as background, the FBI's pursuit .md capture 
ol Leonard Peltier, who continue* to languish in a 
United Mates prison. 

/A wwferhftiri is u n usual in that u depicts, or at 
least makes seem possible and comprehensible to 
outsiders, graxsrnoh Native resistance to L.md grab- 
bing, and it makes c tear what this resistance has had 
io contend with. It reveals the corruption ol the FBI 
and how this agency has greedily col to Jed with cer 
tain fund councils, II shows the link between tradi- 
lion and land politics. In short, / hnndrrktitri makes 
explicit that colonial isiil in Ninth America is a con- 
tinuing process and begins to show what is at stake 
today lor Native communities, Fhe FBI’s ssat 
against the American Indian Move mem has ulti- 
mately fieen part of a larger ssar against Native peo- 
ple, a war over mineral rights arid control ol 
resources, 

lliis vjid, the movie is not perfect, either politi- 
cal!! or as a film. I hundffhttfft* as 3 toll v wood 
would have it, manifests an itidis iJualizcd notion of 
political jl tii ism, as the attractive lead mg- man type 
fieri * played bv Val Kilmer slowk conies to recognize 
that his I RE comrades are unscrupulous and evil. 
Apied seemed to wane io construct the narrative as a 
thriller, which necessitates a hero and a reasonable 
amount ol suspense. Uraham (ireene* tribal sop 
character, although engaging, i> nevertheless a 
pud iceman, and the outsider wonders about his role 
in the polarized community, a fictionalized Pine 
Ridge. I he somewhat annoying final scene replicates 
almost exact I v the imal scene ol the ex- 

F hi guy, now dressed in jeans arid a I -shirt, pre- 
pare* to embark upon an unspecified new life. I he 
film just bit rely m an ages to leave open the possibility 
of a rehabilitated FBI. no doubt to reassure its more 
conservative 1 viewers, 

I iowever. / kumirrhetiri at least makes ait effort to 
locus on tile background to events as well as the 
hero’s personal story (unlike ( Jnirt itiK ami t ries to 
fi a rt d I e t he s[i i r it ua I i vs u es w i i h res pec t . s h o wj n g 
these as fun of lile rather than as something exotic 
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jruJ \irangc\ Naturally. ihs? popularity nf this I i h n is 
Jui.- hi large pan tii i he seine near [lie eaul where the 
AIM guys are waiting m rescue the heroes, and com- 
pleidy oiiimutikr rhe FBI (for a change). Ton had 
if didn't happen in real life, although the viewer 
muld almost klicvc it lur a mirauie. And perhaps it 
i> tin- film’s commercial package tlui permitted ilm 
scene ro k- seen hi widely. 

Some Effects 

I think i hftti ‘n U ii/r HWi/i trb to sliuw that (nr 
while people l here were alternatives to die rule of 
gemie idal soldier, even though a poutibilitv of ref us- 
ing complicity with the colonial project was totally 
individualized in the storyline. An a white viewer. I 
WJ! * struck hy i he way it managed to show tJut 
racism means that ii s nut enough to simple he a 
white man; rather, you have to act I Eke a while man 
or yoii wan Jose your privileges and hr considered 
ind treated as a traitor. I his is not .1 question of 
insisting that there were some nice white people. 
whiJi l>evomes a way of not talking about colonial 
and/or rawisi violence* Imt ot locating margins in the 
pa*t and present, that show people that there are 
choices right now . Hiu did this jHitenti.il fason take? 

I think ni die snld-uur 1* menus in (’algarv, arid the 
%ht against the dam. Ultimately, I hunts With 
U aft rs tails as an anti- racist mime. 

In these films, with the exception of Ihundtr- 
the portrayal ol M aiive people seems to run 
along old, old lines, m etfeci focusing si mulcancoii&- 
ly on Natives as violent and as passive victims of 
colonial aggression. I he portrayal of w hile people, 
on the oiher hand, seems to nun 1 lest a new dis- 
course, which presents rhe character as ignorant and 
destructive hm meaning well las in hki). This, of 
course, replays rhe we didn t know what was going 
on defence heard elsewhere. Such movies continue 
lo cJ idle present day racisms and complicities and 
make healing difficult, if not impossible. 
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FROM THE NATIONAL FILM BOARD OF CANADA 


LONG 

TIME 

COMIN’ 


Directed by Dionne Brand 
Produced by Nicole Hubert: 


A film about two African- 
Canadian women artists 
looks at their work, their 
politics, their lesbian 
sexuality, their insistence 
that their art sustain a 
relevant political edge. 
Painter Grace Channer’s 
large sensuous canvasses 
and musician Faith Nolan’s 
gritty and joyous blues 
propel this film into the 
spheres of poetry and dance. 
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RETURN 

HOME 


Directed by Michelle Wong 
Produced by Margaret Wong for Studio D 
and Michelle Wong for Fortune Film* 

AGO HUODUC TIO+J WITH FOPTUNC I it Ft* 

CHINESE SUBTITLED VERSION ALSO AVAILABLE 


First-generation Chinese- 
Canadian filmmaker 
Michelle Wong faces a 
struggle with cultural 
identity. Returning to her 
home in Alberta to spend 
time with her aging 
grandparents, Michelle 
uncovers a world of 
traditional Chinese values 
and beliefs that help her to 
understand and to accept 
her Chinese heritage. 
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Coming this Fall 
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W e are in the mid* 
of ,i wildly ere 
«iv e upsurge in black queej 
cultural politics. Through 
political activUm and new 
forms of oil I ural price ice, 
we have created a communi- 
ty that has inspired a new 
sense of col Ice rive identity 
among lesbians and gay men 
across the black diaspora. 

Die recent work in dim 
and video by Isaac Julien 
and Marlon Riggi emerges 
from and contributes to the 



by Kobene Mercer 


movement and direction of 
these new developments. I 
will begin by framing Ri^ 4 * 
Teagues tinned and julien's 
Litektng F&r hifigium in the 
specific con i ex i of black les- 
bian and gay cultural poli- 
tics, in order in open up a 
discussion on questions of 
difference and identity in 
the general contest of con- 
temporary struggles around 
race* gender, and sexuality, 
in this sense, what is impor- 
tant about black lesbian and 
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gay LLjltLjr.il politics is not simply that we have creat- 
ed a new sense of community inwng ourselves — 
although the importance of tii.it c an not Ik- empha- 
sized enough hut that our struggles nuke it p ossi- 
ble (it arrive ,u a new perspective on political identify 
and imagined community .it large. 

It* invoke ,i couple id well-worn metaphors, we 
haw been involved in a process of "making ourselves 
visible” and “finding a voice," Through activism and 
political organization. from large-scale international 
conferences il> small scale consciousness-raising 
groups. black lesbians and gay men have come out 
of [he margins into die centre of political visibility. 
One need only point to the numerous service orga- 
ii i/at ii ms created in response to the AIDS crisis 
or more specifically (lie crisis of inditlerence and 
neglect m die official public health policies of coun- 
tries such as Britain and the United Stales — to rec- 
ognise that our lives arc at e lie centre of contenipo- 
rary politics. Such activity has created a base for col- 
lective empowerment- If I think about my own 
involvement m a small collective of gay men of 
African, Asian, and C aribbean descent which formed 
in I am Jon in the early eighties, what was so empow- 
ering was precisely the feeling of belonging which 
arose our of the transformation from T to “we." 

It was th rough I he pmceu of coming together — 
comm unifying as it were, that we transformed expe- 
riences previously lived as individual, privatized, and 
even pathologt/ed problems into the basis for a sense 
of collective agency. This sense of agency enabled us 
io formulate an agenda around our experiences of 
racism iri the white gay community and issues of 
homophobia in black communities. [ ih ink I can 
generalize here to ihe extent dui the agenda of hlaL k 
lesbian and gav st niggles over the past decade has 
been shaped and defined by this duality, by ihe 
necessity of working on at least two Iron is at all 
limes, and by the difficulty of constantly negotiating 
our relationship to the different communities to 
which we equally belonged. 

for this reason, rather than eoiuepiuali/e our 
politics in terms of “double'* or "triple" oppression, 
ie should be seen as j hybridized form of political 
,tnd cultural practice. Hy this I mean that precisely 
because ol our lived experiences of disc rimination m 
and exclusion from (he white gay and lesbian com- 
munity, and of discrimination in and exclusions 
from the black community, we locate ourselves in 
the spaces briurfu different communities — je the 
intersect tons of" power relations determined by race, 
class, gender, and sexuality. What billows horn this 


is a recognition a! the interdependence of different 
political co mi minifies, not completely closed oh 
from each other or each he r met ic ally sealed like -i 
segregated bantu sun but interlocking in tom rad ic 
ton - relations over which we struggle. II you agree 
with Ellis view, then it has important implications 
for the way wc eomeptuilizr the politics of identity. 

We habit ujIIv think of identity in mutually 
exclusive terms, based on the drher/or logic n| hi na- 
rv oppositions. As black lesbians and gay men we are 
often asked, and sometimes ask ourselves: Which is 
more important to my identity, my blackness or my 
sexuality? Once die question of identity is reduced 
tn eIils either/or dichotomy, we lju see hove ridicu- 
lous and unhelpful ii is; as black lesbians and gay 
men we cannot separate she different aspects of our 
identities precisely because we value both nor black- 
ness and our homosexuality. Ii is tins contrast 
between both/and against either/or [hat is je stake in 
the problem nf" "identity politics" in the pejora- 
tive sense of the term. 

We are all familiar with the right-on rhetoric of 
"race, class, and gender. ,L so often repealed like a 
mantra to signify ones acknowledgment of the diver- 
sity of social identities at play in contemporary poli- 
tics. ^ hjs Is wrong with the “race, class, gender 
mantra is that u encourages [he reductive notion tSi.it 
there is a hierarchy of oppressions and thus a hierar- 
ch v of “doubly" or "triply” oppressed identities. What 
often incurs when different coin Hitt nit ies try to come 
together is a tendency to use our differences as a 
means of competition and closure tn order ro assert 
who is more oppressed than whom. In this wav. dif- 
ference becomes i he btfsts of Jivisivencss, encou raging 
group closure in the competition for resources, rather 
chan the recognition of [he interdependence of our 
various com mini it ies. This is because identity is 
assumed to be an essential category, freed once arid 
for all by the community to which one Wongs — a 
view which ignores the fact that we very rarely ever 
belong exclusively to one homtsgenous and monolith 
ie e»m mu nicy and fhaf, lor most of ljs, everyday life is 
a matter of" passing through, travelling between, ami 
negotiating a plural try of different sjuces. Black les- 
bians and gay men are not exempt from the worst 
aspects of such categorical tclcn (a ty politic*. Hot pre- 
cisely K-e.inse of" our hybrid legacy, drawing on the 
best aspects of our dual inheritance from borb black 
struggles and lesbian and g^y struggles of the sixties 
and seventies, we might arrive at a tarter appreciation 
of the politics of identity which begins with the m.og 
nit ion ol diHcreivce and diversity. 
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l f t me put n like 1 1 i i ^ : thehterarv work w ri ters 
such as Andre l.nr<k, Joseph Beam, f'Lssex HefnphtIL 
i beryl ( larke, and Assoto Saint — to name only .1 
I™ — has been ibsoluti'ly esse mi a] !t> the proems of 
finding j voice and creating community, Through 
shrir stories we have ir.mshinnt(l ehitMl'Ivcs from 
oh jet is ol oppression into sub^cav and .1p.11 tv busy 
making hi&rory m lutr own right. Such narratives 
have been indUpemible to the hi rift at ion ol our 
identity. As Stuart Hall has pui it. “[dentine* .ire the 
names we give to the di Remit wjys we are pusi- 
1 ioML'il iiyr and position ourselves within, the narra- 
tives of ihe pan."* Bui what we find in iheir work 
is noE 1 he express ton nl" one singular* uniform, 
homogenous, black lesbian or gay male identity that 
1* at all times identical to itself Rathd we find sto- 
ries that narrate our differences and the multiplicity 
ol experiences lived by black lesbians and gay men. 
W e find that black lesbians and gay men do not all 
speak in one voice. To me. ibis suggests the recugni- 
tion of the possibility of un icy- in -diversity, and 
implies a skeptical disposition towards categorical 
identity politics. Such work suggests that we give lj p 
the search tor a purified ideal lype or positive role 
model of polii kal correctness, because it teaches us 
to value out own muhiple differences as the very 
siuil o| which our queer diaspora identilies are 
made. 

Insofar as these issues triform the intervene ions 
1 hat Isaac Julietl and Marlon Riggs fuse made in 
independent films* u is Emporia ni to si mate iheir 
work in relation 10 rile question «l‘ identity. Minulv, 
dial identities arc nut found in nature but historical- 
ly cun si rue ted in culture — or to put it another 
way. identity h net «A it yen arr w much as whtt yea 
Ae. Black queer cultural politics has not expressed an 
essential idem icy that was always already there wait 
ing to be discovered, hut has actively invented .1 
multitude ol identities through a variety ol activities 
and practices, w herher organizing workshops arid 
I u nd- raising parties, lobbying and mobilizing 
around official policies, wrung poems, publishing 
magazines. taking photographs, or making films. 

I hiding a Voice: Independent Cinema and 

Black Representation 

fortgiirs UnUfd and i.eekin^fer l^tn^ien share a 
number ol similarities: both are ihe “ first " 1 black 
independent production* to openly address black 
homosexuality, because prior to now such issues 
hive ken avoided or omitted from black indepen- 


deni cinema: both tell our stories of ihe experience 
of du.it exclusion, [icing silenced and being hidden 
from history. And, taking alt dm into account, boils 
have won si mi lath' cnthiisi.isiH responses (rorn %ari 
iius audiences around the world, and have received 
numerous .ivs.irds and prizes. 

.A i die same lime, ihese two works could not Ik - 
more different in style and approach. Whereas 
/ enguet l Unit A ft 9 regn hi nds a 1 Lt< sh iograp fi it a I u he e* 
I hat sfKak from the lived experiences ol black gav 
men in the here and now , and emphasizes the 
immediacy, direct address, and in-your-face realism 
associated with video. fjngften speak* to black gav 
experience by tracking ihe enigmatic sexual identity 
of one of the most cherished icons of black cultural 
history, Kingston Hughes, whose presence is evoked 
1 h rough music, poetry. and archival film 10 create a 
dreamlike space ot poeiic reverie, bisiomally I tamed 
by images ol the Harlem Renaissance of ihe 1920 s. 
lo put it crudely, the contrast in aesthetic strategies 
turns on she difference between a video which 
embodies die values of documentary realism and a 
lil in which self- consciously places it sell in the art 
Lirtema tradition. 

Rather ihan play one off against the other, I want 
So use these differences to underline my poinl about 
the plurality ami diversity of idem [tic's among black 
gas men. From tins perspective we can recognize the 
way in which both (uJien and Riggs participate in .1 
similar cultural and political project tliar concerns 
the struggle io find .1 voice in the language of cine- 
ma, w hich, up to now . ha* [tcaied tile Mack gav sub- 
ject as merely an absence, or present only as an 
object of someone else s nnaginai ion. In ihr* sense, 
hi hen and Riggs deepen and extend ihccrhjcai pro- 
ject id lilac k independent cinema: to llnd a place 
from wdiich to sfK.-ak as a blatk suhjecl in a discourse 
which has either erased and omitted the black sub- 
ject or rep resell ted the black subject only through 
the mechanism of ihe stcrcuuqie, fixed and frozen as 
an object of someone else’s fears and fantasies. 
However, between them, the two work* jImi dial 
lerige and disrupt certain assumptions within black 
independent cinema itself, arid in this way their 
strategies bring to light ail important paradox about 
race and representation which parallels the problem 
of identity ni political discourse. 

' S i ll.j rs MjN, "t liilrijJrll MclItiU ^nd I. iiil 111.1c k Kvpiv*i,’tlJJ 1 llii|l. 
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Both I li lien and Riggs are independent practi 
tinners, which is so say th.it ike conditions of pro- 
duction in wliLsh ihev work are distinct 1mm the 
conditions tfiJE obtain in the cummers ial film indus- 
irv, m which production. distribution, and exhihiF 
i ii fii are inonopuli/cd Us private i.nr|mrntinus. most- 
ly centred in Hcillywood- Yei, as [a cues Snead has 
pointed out. the term mdcjicndcni is something of j 
misnomer. since such practitioners -ire hi glib depen- 
dent nil [lie role of public vector institutions. not 
unLv in the funding of production. Kilt in terms ol 
the siil ivet j Lie 1 1 e distribution and exhibition ol films 
reg a rded as " n t me i m i me re i j L - 

Indeed, public binding is a key condition 
enabling both works. ( nttrA ss.is financed 

In a range ol grants from various hiund.ii ions Jiid 
instil n lia ns, including a Western \tates Regional 
Fellowship from (fie National ludowimm lot the 
Arts, and frtnguoti was funded principally by the 
British Film InsiitLile and Channel Four I eleviskm, 
both of which have an official mandate and respon 
stbility to supfiort work from and about social con- 
stituent ies underrepresented iri film and television. 

Although sul, h public sector institutions have 
shaped, influent ed. and so me limes curtailed the 
re n c w a I i>f blae k i nd epe n de m fll m in e h e I Kl h , 
i here jre client national differences in the condi 
tiiuis ofc iiide|iefident practice, Whereas lulien s film 
is a Sankofa produeliun and emerges Ironi a context 
in w r bich collective methods have flourished in the 
Brit ish workshop sector. wbk h Black Audio 

Film Collective, < !eildo. Retake, ami other groups, 
rnoslly in loll dull. ' Biggs directs hi^ nwri Hldepeil- 
deni production company. based in Oakland and 
works ort an individual basis, as do most block prae- 
inioriers in the United States - from Inlie Dash 
ami I laile 1 tennu el* * t, harles Burnett and Michelle 
F.irkercon where the indepeiulem sector is more 
dis|Tvtsed. 

It is significant, however, that, at die point of 
exhibit ion, boih ftmgurs and fjtngum base been 
show n iw ice on puhl il television, on BBS in the 
United States and on t hannel l our m Britain. I Iris 
is significant. not simply in making the works acces- 
sible ro a broader range ol audience's, but in terms ol 
the responsibility ut public till- visum — as opposed 
to commercial cinema — to rc-presc-m the underrep- 
resented. I his tan Iv wen as the locus of a particular 
problem l ri the polities of represent at ion that all 
minority practitioners enunmrer, namely, that rep- 
ieseni.it ion does not simply denote a practice of 
depiction hot also has the connotation ol a practice 


ol delegation, in which the minority practitioner is 
often positioned in the role oS a representative who 
%peak'i loi the entire constituency from which he or 
site comes l Isewbere, I have discussed this problem 
attc as the ™ burden ol representation which black 
an isis and film makers have had to negotiate orice 
thee gain access to the apparatus ol representation, 1 
In a si tun ion where the right to represents toil is 
rationed and regulated, so that uu non l ies enpricnie 
restricted access to the means of representation, 
there is often an assumption on the part of I unding 
instiiyaions anti an expeuaiion on the pan ol audi- 
ences that they should "speak lot" their particular 
communities. I bis is felt ami lived as a real dilemma 
for artists and practitioners themselves, a*, Martina 
An jlle, formerly of" the Sankola Collective, put if in 
relation to the making of ttv t*asfw *i Krttttnt- 

bt't'ffitt r i ii 1 ‘Fifth: 

I here was this sense of urgency to say it all. or at 
least to signal as much as vse could in one him, 
So n let i UK's we can i all old to hold anything back 
I or another time, another conversation or another 
film. I hat is the reality ol our experience 
sometimes we only get the one chance to make 
our selves heard. 

What has emerged in the ‘"new wave of black 
independent film during tile eighties, particularly in 
the British context, is the awareness ol the irnpossi- 
bilitv ol Liming this burden w ithout being crushed 
In it. It is impossible tor am one individual to sjxak 
as a representative for an entire comm unity without 
risking the violent redttcriurcism which repeats the 
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Mercorypicat view within the mjpiif itv ml 
i me rh.it mil ici r j e \ tom muni lies are horno- 
uni rare. and mono Hi hit because 
[heir member* are alt the wnw. h is impos- 
sible hjr any one black persum to claim the 
n^hi [hl »■ v|Kdk lor the diversity nf iikrmiitv 
jnd aptrii'iuo with i n black vocteiy with- 
i hi, 1 1 i he risk [hil such diversify will Ih 1 sim- 


plified and reduced to what is wen as typi- 
cal, a nffK'csv which thereby reproduce* and 
replica ie* she lopie of the racisi stereotype 
tli.n .ill black people are. eswmiially, the 
\rnie, 

1 14 lief i jnd Higgs both fecngni/c ihc-wr 
picLilh m racial feptocmauon, and whai is 
remarkable eIi.ii through etuirch different 
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jesdleEic MfJlcj'it'N t [icy l'ti.llE a him which 

refuses to carry the burden of representation, instead 
o[Knin^ it up to displace ihe assumptions and n|xt- 
iiriuns contained within ii. To ermine hnw i hiry do 
this I want to Kkus lirsi on the articulation of multi- 
ple \{)iu^ n 11 / tmgttff Uftiifi d and ih^n t urn m the 
ga/c and looking relations ax articulated in I.twkmg 
tvr hmgitau, 

Dialogic Voicing in Documentary Realism 

i Vie of the adjectives mosi frequently invoked in 
to Tatigtm UminL especially among black 
pay men, is “reaD: we value the film for its “reat- 
nesv.” A curvin' historical overview of black indc- 
pen den i cinema would reveal e he prevalence of a 
certain realist acstheiic. which must he underwood 
as one of the privileged modes through which black 
filmmakers have sought to con lest those versions ot 
reality inscribed in the racist discourses of the domi- 
nant him ctdltirc- As a con nterd isenilrse, the impera- 
tive of such a realist aesthetic in black him, whether 
documentary or drama, is eo ,L tell ie like h is.” What 
is je issue in the oppositional or critical rule of black 
independent cinema is the ability to articularc a 
counEerdiHourse based on an alternative version of 
rcaliiy inscribed in the Voices .nui viewpoints of 
black sou hi actors. 

fart^na is congruent with she tradition of docu- 
ni eii e ary realism in black film culture, as it fore- 
grounds a range of autobiographical voices tlui dra- 
matize t hv power of witness and testimony. 1 h rough 
i he aurhoriiy of iheir own experiences, black gay 
men come Eo voice as primary' defmers of reality. As 
Ri i*> (i as said in j reiern interview: 

We live in a society in which troili is often 
defined by your reflection on ihe screen... Hue you 
don’t really live .irui you're not really somebody 
until you're somehow reflected there on the lube 
or in live t Ileal rc ; - what films tike 7 ongun t /ilirtf 
do, especially for people who have hjd no images 
oft he mse I ws ou i < here ti 5 see, is give 1 hem a visi- 
ble ind visual representation of their lives/* 

I11 eIiis sense, the ^ redness” of the work concerns 
the desires and expectations of 1 black gay audience 
wlio datHk' it. Hue in terms of ihe acxthetk strategy 
in which ie is encoded, such “real ness is jii effect of 
the consistent Use of direct address. whereby in place 
of [he anonymous* impcrsonaL third-f>crson narrator 
which tends to characterize the documentary genre 


individuals tell then stories direccK to llie uina.t, 
creating the space for jei interpersonal dialogue that 
is simultaneously confessioiul, affirmative. and con- 
IrornaEionaf. hs M realness consists mm simph of rhe 
accuracy' or veracity of its depiction of the experi- 
ences of African American gay men - e h rough 
poetry, tap, drama, dance, and music but 
through this dialogic mode til address which brings 
the social or into j direcl relationship with [he ^lo- 
ries and experiences eIije find their voices. 

Of the finir cinematic values associated with doc- 
umentary realism — transparenc y. ifiifnediacy, 
authority, and authenticity Tffngurs seems to 
emphasize the la tier I h rough Riggs p revenue, js he 
tells It is life story, which serves as a e bread connect' 
ing die multiple components of the video: from the 
poems |K i rforrrSed In' l.ssex Hem phi 11 , Slew I angley, 
a 11 d Allan Miller, and ihe scenes in which the homo 
phobic voices of a black preacher, an activist, and 
various black entertainers conspire Eo silence* 
ridicule, and intimidate, to ihe eroticism of a tender 
embrace between rwo lovers, and scenes show ing ral- 
lies and Ik.iy Pride marches. I lie emphasis on 
aui hern iciiy. honesty, and iriuh-io-experieiKc 
ihrough personal disclosure is underlined by Riggs' 
visual presence at the beginning, where he appears 
nude: a gesture of exposure not only suggesting the 
vulnerability of revealing one s own 1 1 le [h rough 
one s siory but also establishing the framework of 
persona! disclosure that guides the work as a whole. 

Ei is precisely the achievement ol ftmgun I nusd 
that its realism foregrounds such authenticity with 
out recourse lo [he master codes oi the documentary 
genre, in which the funeiion of the impersonal 
ioice-of-t jod lurrator seeks to resolve all questions 
raised, lie up all knise ends, jnd explain everything 
as the narrative inexorably moves towards ihe move- 
ment of closure. I&Nguts displaces this function 
entirely : (here is no unifying voice-over* mu indeed 
any single voice privileged in .1 position of mastery, 
explanation, or resolution. In terms of his own pres- 
ence. Riggs does ElOE s|*c.tk as .1 representative whose 
indb idtial story is supposed to speak lor every black 
gay man: rather, he speaks as one Venice among oi ti- 
ers* each of which articulates different experiences 
and identities. I le does not seek to typify some uni- 
tary and homogeneous essence called "the black, 
gay, male experience" by presenting his story as the 
only story or the whole story: ralher. he speaks from 
ihe sfVA dm. uy of 1 1 is own experience* which, Ivceatlse 
of [he presence of Either voices and stories, is not 
generalized or typified as such. 
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I his kind «l dialogic voicing assumes crucial 
iinpmiatice lor .1 number ol riMMinv hirst, bv tnn- 
trast. it !>i^hil ihe degree e e> which black inde- 
pendent cinema has often inadvertently replicated 
the prubliMi id document jrv t^lhin, m order to 
authorin' its own counter narrative*. 3 tir thermo re, 
because fie does nnt privilege any one voice as the 
source ol authority, Riggs highlight*. ifie degree to 
which those voices in black cinema that claim 
implicitly In he Ic-prescl native, anil to speak for the 
entire black race, very often tend to he only the voic- 
es ot black men. whose hemic and heterosex hr 
accents often exclude the voices of Mask women. and 
black gay men. In ibis sense, fatigues Untied can f>e 
*aid to challenge the heteruscxiM presumption that 
so often characterizes the documentary realist aes- 
ihei ii. m black cinema. 

1 o conicxualize tins issue, one might point lo the 
dual role of Spike l ee as director and narrative c lur- 
id er in Do f /v Right Thtug. where he is positioned, 
along ssith the other main young black male proin- 
ga rusts, as the embodiment of the Bedford - 
Stuyvesant comiminily itself, pitched into antago- 
nisms with white society across 1 he- battle lines of 
race and ethnicity. By making the implicit claim to 
speak I oi the condition ot young black men in the 
urban US (in terms of both the narrative structure 
ami the marketing of the film), tee seems to repli 
Cite I fie all Uh>- f.innf tar siereotvpe ol the “angry 
liku k nun" consumed with rage about ihe politics ol 
face and racism on the streets, to the exclusion ot 
any other fifties, slr Ii as bis sexual politic* l*eiwecii 
the sheds, 

Ihe second treason why i fie dialogic voicing of 
f fltiguts is important has ro do with its awareness of 
the mu ft [dimensional character of ihe political. In 
rhis sense its " real ness fias to do with the acknowl- 
edgement that real life is contradictory “home is 
a place of 1 ruth k not peace," as Kiggs comments ai 
one point. In the autohiogriphR.il sequence, as be 
narrates his first kiss and being bussed io a nearly all 
white school in the South , Rej^h narrative presence 
is I rimed hy ihe concatenation ot abusive epithets 

"punk/' "’mofherl'uckin' coon," “homo," “nigger 
go home" — spai 0111 ji rhythmic interval* (fiat 
underline the interplay of racism and homophobia, 
experienced at one and the same time. It is this 
awareness of a diilec c 1 l in the p* ib lies of face ami 
sexuality that is maintained thmughour tfie work by 
virtue of its dialogic strategy. fmigur* bloc's not seek 
to reduce, simplify, or resolve the lived experiences 
ol real antagonism* but is constantly vigilant to the 


complex elleds oi torn radix tion particularly as 
these enter into the interior space of our own rela- 
tions with each other, nur intimacy, and our aver- 
sion. 

II the work rehise* facile notions of "iniemoilized 
oppression, it equally re tests the reductive tendency 
of the current discourse of endangered species in 
which black men arc seen as victims and nothing bur 
victims. SlkIi questions come riling the contradie- 
tions through which black masculinity is lived are 
forcefully raised, but r.uher than provide the false 
security ol easy answers, the strategy ol direct 
address brings the viewer and audience into the dia 
login- a* active participants who share an equal 
responsibility in tfie search for answers. By invoking 
a certain answerability on the part 0! ihe audience, 
whai the 11 1 Ilk gives IS not J Ileal resolution to the 
contradictions of the real, but a range of questions 
lor ihe audience in take home. 

II all this sounds terribly earnest. 1 should empha- 
sise that the irreverent humour of / angurt Untied is 
absolutely crucial to the subversive force of iis dfa- 
logic strategy. More io ihe point, the element of 
playfulness ansi parody, like the aesthetics of dialogic 
coiling, is ihoro uglily c ml Tedded in the oral ifadi- 
tion of African American cultural expression. A* ihe 
Lavender light qua net pleads an the tape. "Hey, 
boy, can vou come out untight? I vngun shows 
that its tongue is firmly in check in this appropria- 
tion of black | Kip Ji.Lp] > H n ]l.i horn [lie doo-wiip iradi- 
tion of ihe f if ties. Like the freaky -deke ritual oil the 
killing floor of the dance halls ol the thirties, the 
5 *.ik[i iss n ensemble engaged Uk like elcLini slide .Laid 
ihe beautifully stylized boys caught vogueingin New 
York t’ity underline the affirmative role of black 
expressive culture and tfie comrihutions black 
gays have made to the renewal ol iix expressive edge. 
As element s of black queer silIr iiliural ritual, such 
dance forms enact a performative body politics* in 
which the black body is a site both of misery, 
oppression, and exploitation, as seel I as ol resiMancei 
transcendence and ecstasy . 

\ t nrco w r, i. ci n s kfcr i ng 1 he d ra lee s ic * if apprt ip ria - 
tion as .1 consrirutive feature ofdiosporan culture 
111 the case of vogue mg. for instance, how hlaek gays 
appropriate the [‘noses ol white female models in 
glossy fashion magazines to create a stylized dance 
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Jiirm, arc then in mm appropriated h y wliiit ju-r 
formers sush as Malcolm Mcl.aren and Madonna 
'hwguf t l r ft terf perform* j Jouhh c rilled role m us 
affirmation of black gay pleasures. On ilieunc- hand, 
bv reinserting black gai subcultural style in so tlu B 
L'Kprc^ivt context of she African American cultural 
tradition as a whole, n reiuies the premise ihn ga\ 
nets* is .1 "while thing/ Un ihe other, by recontexlu- 
ali/ing such styles in ihe lived experience of black 
gav merit it brings lo hghi the L-xirrtt to winch our 
pleasures may be misappropriated by while audi- 
ences, who .ire nevertheless fascinated and prhaps 
even, in sunn: sense, envious of them. let s lace it. 
who wouldn't want in be a member of l lie InsHmte 
of Snuplthnlngvr "Unn't mess with a snap disaf If 
you want the pdiiicilk correct party line, please stay 
at home and dial I -WKI-Rjce-l dass-Uendeir instead. 

3 nuking Relal lolls: 

Allegories of' Identity and Desire 

In turning to Isaac hdieti s l.ftokhig fw Ldwpwu, I 
want to develop the rheme of appropriation as a lig- 
nre of diaspora culture I his is impomiil . mx sim- 
ple because of i he stylish way in which the film 
appropriates art cinema conventions, but more tun 
dimen talk Evtause ii is impossible lo under si and 
i lie formation of black British sclent ii lev gay or nth 
erwise* wit buut a recognition of [he way m which 
different signs have Ken appropriated and fear tic u 
latcd lo coiiMtuei new forms of pditie.il identity and 
imagined community in this ^uxific context. 

Here I would cmphasi/c "imagined in Benedict 
Anderson s term “imagined cumin units because 
wit hou E rhe no non of a ioIIclmvc historic d imagina- 
tion, how could see liindetMand whe a Mack British 
filmmaker whose pa rents migrated to I on don I tom 
Si . | lit i,i would chose eo make a film aMnit a bl.uk 
American writer from Kansas t iav. 

El one ahinks aKuit ihe naming of [lie black sub- 
jeci in pistwar Britain, u becomes iucoci r\ to reit- 
erate [he rheo relic at view- that subjes tivily is indeed 
ST H. i, illy const rue led in language. Whai we we are 
noi simply chlfereni names used ten designate the 
same community Kile the h is i orica I becoming ol 
such a political community in and through a strug- 
gle over ihe signi tiers iti racial discourse. the chs- 
ptacenieni of ihe proper name — from "coloured 
immigrant" in ihe I io "ethnic m i nor i lies in 

the sixties, and to “black communities" in the seven- 
ties and eighties — vividly underlines die punt that 
snK'ial idem it h*s are noi |iivi there in narure but sire 


,lc [ I c e] v c< >n st r u l e ed i n c u 1 1 ti 1 e. t it k hi t w . t Ills d id 
noi just 1 up | ic ii in ihe realm of language alone, since 
a whole range of nondise ursfee practices have con si i 
lined liliic k Bril iau as a domain ol social and pdiii- 
l a ] a m ago n ism* Nevertheless, it is crucial to 
acknowledge the material etlrcis oE symbolic and 
imaginary relal ions. 

ho over Ion i hundred years in WesEern cuhure, 
the sign /black/ hail no dung luu negaiice con tuna - 
t u ms, i i i sj y the I cast . Eb <w ever, w e h a v v also seen 
that i lie signifying chain m which u was equaled 
with negative values was not tordh closed or fixed. 
In ihe US cunrexr during the UHMK ihe term 
/black/ seas disarticulated oue of ihe negative chain 
of equivalence m racist discourse, and rearf iculated 
into an alternative chain of equivalences as a sign ui 
empowerment, indicated by the shift from Negro to 
Black. In Britain during the I^HEk something simi- 
lar happened, inspired and influenced by the black 
American example, as blackness was disarticulated 
mu uf otic discursive system and reart iculated into 
another, where it Kvame a sign uf solidarity among 
Asian. African, and i arihbejn peoples* arici lunc- 
I i.u necl as a term of a politically chosen identity 
rather than a genetically asuik-J one. I he cultural 
politic s ol [he black diaspora thus highlights a 
deconstruct ive process in which die ceniral signifiers 
of racist ideulogv, bawd on the buiars opposition ol 
while/ non- white, were rca me Mated to produce a 
new \c-[ ol connoEJEiuns in one and the same sign. 

1 1 is jn a w are p less ol the multi -accent tu I character 
o| the sigEi [hat informs the critical project of bl.uk 
British csurkshopv, such as Sarikuta and lhack Audio 
film < ollec live. Ami this awareness is nut merely 
ihe result ol an engagement wiih difficult posts truc- 
ruralist i hex >ries. hut snmeihsng achieved through a 
practice of iri.iE .uni ci rot and open-ended exp'rl- 
uieiLtai ion inscribed in their pmijui turns, such as 
/ ft 1 1 1 trt try (| t IH4) and fftititfiLt'vni* Strngs ( l MNfi I . 
/ twi'tttg fur fut/igsimt continues ihe critique of racial 
repfevc eh at ions Mgnalled by tljow earlier works, but 
deepens arid loinpluates n be extending ie into tbe 
domain ol lanrasy. 1 would argue that [lie film Is run 
a documentary search fur the “irwth" about 
l.angston Hughes s ambigtiiHis sexual identity so 
much as an investigation mio ihe psychic realili ol 
fantasy as that domain ol subjectivity in which our 
desires and ideiui heat ions are sh.qx-d. I he film is as 
much a meditation on the psychic reality of the 
political u neon ss ions — which concerns ihe imagi- 
nary and symbol k conduits of ihe diaspira. ih rough 
which black Bramns have sought to ssanhoh/e our 
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pciliik.il dream* .imE desires in part through idem if] 
sat ions wiih black America and hl.i^k Americans 
j\ it is a poetic nutikatiim on the psychic and M#cial 
rd.uii.Hn> i fui circii Mi'll ribc our livti as black gav 

men. 

I Ei iv double reading k sugpid by the imbigu 
nus sense of time and place evoked In the montage 
of musk, poetry, and archival i misery across [lie 
til in’s monochrome texture and styli/ed iri dircc 
non, t 'lur.it lers inhabit the liciiana! milieu of 4 
twenties speakeasy. where tuxedoed sou pies daiKc 
and till nk champagne,, celeb ra ling hedonistic plea 
Mire in defiance ol the hostile world on 1 side. It is 
ibis outside tfi.it intrudes ,u the end nit the film when 
[Imps JinE police r.Lid llie u. Inti ca n Es* to lind tfi.lt its 
deni /cm have disappeared, while eighties house 
nm sit plays on tfie sound i rack almost like a music 
video. 1 he mu lii layered texture evoked by tfn 1 ambi- 
glihy of p.isi H ind present, outside and inside, IjlI 
j nd l.inusy 1 inis allows more I km one reading about 
what the film is looking fur. I want to focus on only 
I wo fusibilities: ,in archeology of blade modernism 
.ind .111 allegory o( black gay male desire, 

I angxinn f lughes is remembered as the key |*H’t 
ol 1 fie Harlem Renaissance and has come to he 
revered as a Eat her figure ol blj* k In er.it Lire, yet in 


the process id becoming sUlEi an icon, the s omplexi- 
tv ol his file and the complexity of the Harlem 
Renaissance itsi ll has kvn subject to select 3 vp era- 
sure ami repression by 1 lie ga rekeepers and cuMmJi- 
ari % of "tbs' colored museum. I htglus is remem- 
bered as .1 fHHptilisc, pulkliL ligurc, hot I be enigma ol 
his private life his sexuality is seen as vonar- 
1 fursg f letter felt unaddrecsed in most biographies, .m 
3 inpEii.il gesture ol denial which buries ansi represses 
the hict rfut die f larlem Renaissance was as gay as it 
was bL<.k. .and that many ol us key figures 
Maude McKav, Alain Locke* (hiuntee i uIIl'm, 
Wallace Efiunnan. and Bruce Xu gem were 
know n to fse cptecr, one way or another. / oakiug, ft**' 
I.iingtfttn engage's with Jiid enters olio this area of 
enigma and ambiguity, nol in order to arrive ai an 
unequivocal answer cm bodied in factual evidence, 
but m explore the ways in which various facets ol 
black Lidiural life are subject to psychic and social 
repression, from with us as well as wiihout. 

As an archeological inquiry, the film excavate* 
what has ken bidden from history', not only the flu 
kilty 4 1 1 vexual i den lilies within the black cult lira I 
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expression cd that period , hut the inter twining of 
black culture and Kum- America n mode rn ism. Jusi 
a* official histories of modemivm tend (o eraxe and 
■wlct lively repress ihe work of black artists, official 
versions of the Harlem Renaissance narrative lend up 
avoid the sexual politics of the “ja** era. Vet rhe 
film suggests ih.it it was precisely the imbrication of 
race and sexuality that underpinned the expressive 
and aesthetic value's of the ctdltirai practices of the 
time from Picasso s d ‘Avignon to 

Josephine Baker, for instance. but Looking for 
ijmpwn is not a history lesson: the |H>int of arche- 
oksgy is not to research history for its own sake hut 
10 search for answers to contemporary dilemmas, in 
i his case the need to hbiofidrt the hybrid domain 
of black British cultural production in the eighties 
and nineties, 

I he film looks for Langston, hut what we hud is 
Isaac. Not so much in an autobiographical sense, 
hi li in terms of a self- reflexive awareness of ihe mul- 
tiple influences that inform his artistic choices and 
methods. I he desire to unravel the hidden histories 
nf ihe Harlem Renaissance serves as an emblem for 
an inventory of the diverse textual resources which 
have informed the renascence and renewal of black 
artistic and cultural practices in ton temporary 
Britian. Front this perspective, tine might describe 
the film as a visual equivalent of a dialogue with the 
different cull lira t i rad it ions I rum which Isaac | alien 
has invented his own artistic identity as a black gay 
auteur. 

This view is suggested by the promiscuous intcr- 
texmalhy which the film sets in motion. Alongside 
visual quotations from lean < .oc tcau. Kenneth 
Anger, and jean t ienei, the voices of James Baldwin. 
Bruce Nugent. Coni Morrison* and Amiri Baraka 
combine to emphasize ihe dialogic and hybridized 
character of the text. In this * stereophonic space, in 
Barthes' phrase. Julkn acknowledges she impoiance 
of ihe Kuro- American avant garde as much as the 
importance of black American literature as textual 
resources which black British artists have used in the 
process of landing their own voices. It is significant 
therefore, that the film articulates theory and ptac- 
tice not lei terms of didactic prescription hut in 
terms of enacting a translation of cultural studies 
into cultural politics- t los reflexive enactment of 
cultural theory is implicit in I lie role played by 
Stuari Hall in the film, who performs the voice-over 
narration, as his presence suggests that the imelleciu 
af practice associated with British cultural studies 
now informs Julieo s lilmk practice as a black gay 


auteiif- 

3 here is another aspect to this interim la tduy that 
concerns what the film is looking for in the more lit- 
eral sense. Its languid* dreamlike texture set! uses the 
eve and its avowed hunmcrnticism solicits the ga/e. 
Issues of voyeurism, fetishism* and sen pop hi Ik 
obsession arise across iis sensual depiction of beauti- 
ful Hash male bodies. Hut the tUrn ill jes not sim ply 
indulge the pleasure in looking: it radically p rub- 
le in ji ues such pleasure by questioning the racial 
positions of die subject /object dichotomy associated 
w ith the dialectic of wing and being seen. 

Here the key motif is the direct look, whereby 
the black subject looks back (whether as auteur or 
character! and thtis turns around the question of 
who Iras the right l£> look in order to Jsk the audi- 
ence who or what tLry are looking lor. I his motif 
appeared in JulierTs firs! film made with she 
Sank [da Collective, Trmiortru in the context of a 
confrontational, and somewhat didactic, inquiry 
into the objectification and leMshisjiion of black 
culture as framed by ihe while gaze. In Linpmn, 
however, by virtue o! the seductive and invitational 
direction of the textual strategy, he achieves more 
penetrating insight Into the structures of f 4 lkjI and 
sexual fantasy. precisely hy setting a trap for the gaze 
and by the provocative incitement of our wish to 
look. 

1 1 is significant shat (he ghost ol Robert 
M applet hot jse i> present in this staging M the look. 
] liis occurs not ms much in ihe scene in which a 
white male character leisurely leak through / hr 
flth'i H(wk w hile Ls.sc x Hemphill reach one of his 
poems pinjmiming the re in script ion of racism in 
while gay culture hut in terms ot a set of aesthetic 
conventions, such .in 1 ragmen ij lion and chiafowuro 
lighting, which the film employs to punctuate its 
incLic-meiu of our pleasure if! looking. In ibis way* 
lulien's strategy of promiscuous inferiextoality 
appropriates a range of visual l ropes associated with 
white artists like Mapplethorpe- to lay hare the way 
in which race determines the flow o3 power relations 
through the gaze in complex and ambivalent ways. 

I k nee, in one key scene an exchange of looks 
takes place between die actor who may !u- interpret- 
ed as “Lirigston" (Ben F-llison) and his mythic object 
of desire, a blask man named “Beauty" (Matthew 
Biadnn). This provokes a hostile competitive glance 
from Beauty’s white male partner (John Wilson), 
who makes a grand gesture of drinking more charm 
pagne. As he turns away to face ihe bar. l angs ton 
drifts into a daydream. In this sequence, RftUe 


Wt 


CINfA CTlOH 


Nugcnis poem “I i I lies and lade" is read, ova 
images that prtrav the Kingston diameter searching 
tut Ins lust object liI desire in a Ml' LI li! poppies. At 
tIu- end nt his reverie. Langston imagines himself 
LmiptaJ with Be.mty\ I heir bodies entwined on a tn'd 
as if they have just made love. It is important in rcc 
ogniite that this coupling lakes place m lantasv. 
Ix.-ciu.se it underlines ilie loss td access to iJie object 
of desire as being die vety source nt fantasy itself. 
Moreover, it shows bow race enters into du B vocabu- 
lary of desire: as the object of both the black and the 
while man s ga?c, Beauty acts as she signifier of 
desire a.s his desirability is enhanced precisely by the 
eroticized rivalry between their two looks. 

It is here lhaf the trope nf visual letishism found 
in Mappleihof(Hs photographs makes a striking atui 
subversive return, in close-up sequences set in the 
nigh i club, iniervut w n h Langston s daydream, f rom 
I Kingston's point of view, the camera lovingly lingers 
on the sensuous mouth of the actor portraying 
Beauty, with the rest of his lace cast in shadow h like 
an iris shot in the silent movies. But. as in 
Mapplethorpe's images, the strong emphasis on 
cilia rose tiro lighting invests tile ktishi/ed frag men [ 
or body pars with .1 compelling erotogenic residue. 
Ilie "slock lips of the Negro are hypen jEon/ed as 
the iconic emblem of Bea lie vs impossible desirabili- 
ty. In other words. fuEicn takes the risk of replicating 
1 he racial stereotype of the 1 hick dipped Negro pre- 
cisely to reposition the hl.tck subject as die desiring 
subject* not the alienated object of the look. J ike the 
image of du two men entwined on the bed. which 
recalls the bontoerotic p h< graphs o| l ieorge Mali 
3 vrics, vet alst> critiques [hem. 11 is only In interven- 
ing itt and against the logic of fetishi/ation in racial 
representation that I illicit is able to open up the 
ambivalence of [lie psychic and social relations of 
idem ificai ion. object -choice, envy, and exclusion 
inscribed in (lie brief relay of looks between the 
three Ellen. Ol each of these, I would draw Jtlcltlioii 
to envy — wanting the object possessed by tile 
Other — hoi onlv because it informs [lie kind of 
sl op i c. obsession [liac Mapplethorpe works upon, 
suggesting that the white subject secs blackness as an 
enviable quality, but because as luliell recodes it. 
turning the fetish inside out. he [Hunts to the w ! ay 
that iritraracial relations among black men them- 
selves also entail I eel mgs of rivalry and envy at the 
very basis of our identifications with each tuber. 

I have focussed on this parlunlar moment 
Exc a li se it strikes me [bat there ate important formal 
similarities between I ulien's strategy of working in 


and against the logic of racial fetishism and 1 fi.it of 
Nigerian- British gay photographer Kntimi f ani 
ka votlc, whose work is also inflected by a dialogic 
engagement with problems raised in Mapplethorpe. 
En contrast to the isolation effect in Mapplethorpe s 
Wink, wherebv Oltlv one black male nude appear* ifi 
the field of s’ Lion a device that encourages a Ian 
Easy of mastery - in kayode s work, such as 
frt fmhjitt t*f tusuiiy. black men s bodies are cou|iled 
and contextual i?ed to evoke an eroticism that seems 
tin slip out of 1 lie implied (lower relations associated 
with the interracial subject /object dichotomy, 
Kayode creates an Affmentrie hnmoemtica precisely 
and perversely by appropriating concern ions associ- 
ated with the Eurocentric history of the fine art 
nude. 

What Julien and Kayode share in common is not 
so much the East that they are both black gay male 
artists, but that as artists they use an jniertcxlua! 
strategy of appropriation and reaniculation in order 
to signify opoti, and thus critique, (he dominant 
regime of racial and sexual representation hot with- 
out negating, denying, or disavowing the reality of 
ilie fantasies that give ruse to smh representations. 
Rather, by yiriue of working in and against the mas- 
ter sinks that regulate and govern the stereotypical, 
they begin to on ravel what takes place at the border- 
lines between 1 he psychic and the social, between 
f.int.isv and history . 

Ill dlls brief discussion of Litaktf tg far IuWg*Ian I! 
have emphasized the formal dimension of its aes- 
thetic strategy to order to dray* attention <0 its enun- 
ciation of an allegory of desire, which is the source 
of its emotional resonance, not just for black gay 
men bin lor others in the .unbent c as well. Although 
u is not the only available theory ol desire, psvclm- 
j mj lysis suggests diat desire is always about loss: out 
search lor pleasure, the search lor a significant other, 
is about the .0 tempi to recover a state of fusion, 
wholeness, or non separation, which can never fully 
tie retrieved. In so lai as this losi uhjcci ol desire can 
never really be found, the search lor pleasure 
inevitably emails frustration, privation, and despair, 

I be achievement id looking for Li tigs tun lies pre- 
cisely in the way it shows how desire and despair run 
together, and thus how desire always emails rituals 
of mourning for what is lost and cannot tie recov- 
ered. There is a sense ol mourning, not just for 
Langston, buried in the past under the repressive 
weight of homophobic and ethnocentric narratives, 
but mourning for friends, lovers, and others lost to 
All here and now. in the present I here is mourn- 
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ing, bin not melancholia: as Ijnpiun lunisclt say* at 
i he end fit l he him, he slmuld I be blue : 1 l vc 
been lil ue .ill night I list like the multiple 

illusions til the term “blue," ihc textual strategy of 
the him as a whole creates .in ev*jcilivc “structure ol 
feeling/ iii Raymond Willia,m’s sense, i 3 i.it speaks 
ncH nr ilv i si black gay men — although I can think 
of mi other film which hie laid hare uur desire .ind 
despair in quire the way thai n hi* hut in any 
desiring subject who 3 i.lv experienced the blues. 

I wj n e to conclude- with .1 brief discussion of ihe 
issue of authorship, because the work ol Marion 
Riggs and Isaac I Liliei 1 urges us 10 rethink questions 
of identity Jiid agency that many 1 hough t were dead 
and luiried with the postsirueniralisi argument con- 
cerning the 44 death of the author.'' I hat these are 
among the first cinematic lexis authored by black 
gay men means ih.it it realty dars matter w ho ls 
speaking. We can all live without the return of 
Roman tic notions of creative genius, vs hie h always 
plated the author ai the centre of the text — resem- 
bling ihe godlike figure of the “universal intellect 
who thought he had ail answer for everything - but 
we need to revise the notion that the author is sim- 
ply an empty abstract lunclion of cultural iii wo iirst 
through whom various ideologies sfHak. 

The welcomed development ot postmodernism 
iliat accompanied ihe collapse of the grand narra- 
tives and the det entering ol universal Man was that 
it revealed that the subject who had monopolized 
the microphone in public culture — by claiming to 
speak for humanity as a whole, while deriving that 
right ot representation to any fine who was not 
while, not male, not middle-class, and not Western 

was nothing but .1 minority himself If postmod- 
ernism simply means that rhv era ol modernism has 
past, 1 1 hi i hurrah- Ihe phiralojtion and dbcTsitica- 
tmn ot public space, where a variety of subjects find 
their voice and assert ihesr right to *peak r lias only 
just begun. As black gas- anists, ^specific intellectu- 
als" who s^Hak from the specificity of their e*|ien- 
eiice, Riggs and Julien. like other black lesbian and 
gav artists have aaivrly contributed 10 the cultural 
and political terrain ol postmodernism. 

Precisely because (heir work is so important, we 
should do more if tan merely celebrate. Above all, we 
should he deeply skeptical ol a certain assumption 
embedded in categorical identity politics that would 
argue that these films are of aesthetic and political 
value btm n it their authors are black gay nun. 
1 hnmghoiit this pajvr I fiave drawn attention 10 the 
formal strategics in tfiupift l ‘nilt'/f a ml I .anting fir 


i. tings fart bet a use I want to resist die conflation 
between artistic value and authorial identity that so 
often arisen in debates on emerging artists. I he 
problem here is not simply chat had works get cele 
hr jicd alongside good ones hut that const r un ivc 
criticism is inhibited bv the leaf ol being seen to Ik 
politically incorrect: il it is assumed that a bl.uk him 
is ncccssanb good because a black person made it. 
anv critic asm ol the him is likelv to be read as an 
attack on the very person who made it rather than 
on the film that was made. 

Analogously, we are familiar with that rhetorical 
strategy of categorical identity politics in which a 
si a e e men i is p related by t he ad jvc live* 1 hat describe 
one’s identity — for example* “.As .1 black gay man. I 
feel angry about my plate in the world * Ihe state- 
ment may be entirely valid, hot. Ih cause it is embed- 
ded in my identity, u preempts ihe possibility ol 
critical dialogue, because your disagreement might 
be Interpreted not as a comment on w hat I cav. but 
as a criticism of who E am. So. in relation to louguti 
t ttnfrf and t. asking fur futngsiaM* I svould adopt .in 
amicelehratMitl position, because I want to empha- 
size 1 hat these rich, pmvueative. and important 
work* do indeed “make a difference not because of 
who or w ft at the film makers are, hut because of 
wliai they do, and above all because ol tlie Iteaky 
way they do it, 

< ‘ittfA/rtitfN gratefully ac km *w ledge* |Hrribvsii*o n> prim 
the above article from the tmihcmniiig Qurrrl aakr. 
PtTtptiiim tfft trtfauttt f j-j 1 * him *oW \ tAfu. eds. 

M.iTlha tiecef, [ohn 1 1 re v sun, Pralibha Par mar. 
Rout ledge. Ne* York. 1 W. 


62 

C jf ti r a £: T 1 □ H 


tint 


ACTION 


Now You Can See it: 


THE LIBERAL AESTHETIC & RACIAL REPRESENTATION 


in The Crying Game 



T he lihcri.il aesthetic. in which racial, eth- 
nic, gender, and sexual dillcTcuvct are rep- 
reamed as external of nu idem a I to the 
ovcrall narrative, tends in obscure or 
obliterate i how significant differences in >ljl h .1 wav 
as m re^i present doth iiiam/ subordinate relations. 
Ideologies of dm 11 ina nee jusiik the present domi- 
nant/ subordinate relations rh.it exist between races » 
genders, and sexualities, I hcv are structured in 
seeiiiingU 11an1r.1l [sower relations mediated he dif- 
ference, I lie dillicollx tor a progressive Comm I tied 
to the IiEhtjI social kunii.ii .1 is to 1 1 nd an axenuc that 
will enable us all 10 Ike peaceably and fully within 
one political comm mi its without having so 
renounce the specific it 1 tlm ultimately makes our 
lives worth living. ^ Titer and director Neil Iordan 
in an eftort to help ns lixe the com rati takes ns 
down the avenue of “emotional regard" in ihe face 
of racial difference, sexual difference, and gender 
tiuh 111 fi is kites! hill! /Ar (.rytttg (uimt U L 

In 11 n mind, Iordan's, latest ellbrt h a success and 
kleark Ins best released him in dateJ //v ( nfittg 


(rrfftit raises epistemologu.i I questions that challenge 
traditional representations ot gender and sexuality. 
Jordan's challenge to Ins audience is partmoUarly 
acute as he confronts with a notion of gendered 
idem it) th ai fenders like plate of genitals 10 mere 
detail^. I he sun uni of identities tendered m tins film 
gender, riatiiPfi.il, pohiiLal fenders oui ten .tin 

ties about Midi m alters mill and void, or ,11 least 
quest in nahle. And it creates a volatile brew when tt 
intcrncis with the complexities inf om individual 
desires arid commitments. for example, those of us 
who link our identity as sexual and gendered indi- 
\ idu.ik too closely 10 our ctotch ought hnd oursekes 
questioning our heretofore unchallenged supposi- 
tion. 

Or perhaps not,, fm the ordy viewers of Tht 
< tying (itimt sv ho xxill take the epistemological mus- 
ing serinuslv are those whose disposition enables 

! |i »rda.vk 1 * ahu (he Jirnim ul Pv i iw*/wr af UWro. .Ifiww 
/ juj, \j*triiK ’ll irVi- ,V.> . jlid / f*r \htdi jSr. I Ji- Ii.ls li.id 
rvxn i«| Ins fmivl'Is ai id a idlhiinn ■ ►h shun Minus pnHidwd. !hr 
j>2 Pv Pmim 1 h/ j Hrjil jSSilL Xrgtn t» tun JhJJ. fn|xcclivdy 
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them to apcricncc the story’s twists and turns [mm 
the vantage point ot someone other than Itrgtis 
(Stephen Rea), the character from whose perspective 
1 * ird.i n tnnsi n ic t s t he 1 1 1 m s nar r a live, H uwevur . the 
Mini is si 31 si nit Sored by Fergus* [Hull! of view slut 
thinking seriously about the alternative .nul anihivj- 
lent possibilities are unlikely, I am thinking sped! i- 
i.l 1 1 v of like posh io n nl the intentionally writ ten 
black diarasicn Jody (Forest Whitaker} and I hi 
(lave [ )jvwlsoo I . lo see the story From either or 
lusih of their points of view reveals the limitations ol 
tlu libcrjl aesthetic. Several avenues (if criticism 
irn riled lately prevent them selves ifter experiencing 
suuh an engaging and well written film. I kre I am 
interested primarily in she ways in which nice and 
racial representation art- mini levied 

I assert that Jordan has constructed a Him shat 
attempts 10 expand the libera) paradigm in such a 
way js ru expand regard For i he fragile autonomy of 
others. The connection that Fergus makes to both 
]ody 4 ind I hi lie 1 * uFitmirly in Ins ahiliiy so venture a 
connection to a broader concept of she universal sell 
over the seemingly more parochial concerns of the 
Irish Republican Army, especially as represented by 
hide (Miranda Richardson) and Peter Maguire 
(Adrian Dunbar). 1 argue that although Jordan has 
cl r,iv% n two lifis k characters who appear muhidnnem 
vimial and given to subilety (she same cannot In- said 
of Jude or Peter, who are so driven hy iheir cause 
i li .u cIil'v lose some ot iheir capacity for human con- 
nection and novel tv), he high I i gins .i form nt racial 
exploitation that is adapted to the con temporary 
arguments over the politics of representation and 
mills icultur.il ism. I’he racial identity o| Jody and l >■! 
is obscured due to the touristic ipialnies of their 
res^iev s i ve and connected relationship so Fergus. 

When the camera pulls away from l hi and Fergus 
to pan the prison visiting room and "Sea rid E^h Yotir 
Maif as faded into the prison scene. I .vie Ijovt si s 
voice tsegan so merge in my mind with S’ H u king 
t ok’’s version ot h \(flnj l.isa. t.ryrttg (utm? is a 
aim re sophisticated and economically executed 
1 1 pd ate to | nrda n " s A / twa /.tfd ( I 4 JHfi]k co - w r i 1 1 cn 
with David inland- Aftitid I. mi sells she story ot the 
development and demise of chauffeur ( ieorge'* (Rob 
Hoskins) relationship with Simone (.(.aihy lysonh 
she call girl he is assigned m drive to her appoint- 
ments. Both lil ms are motivated by secrets and differ- 
ence: namely, how Simone and Jody and Dil alter 
l he emotional lives of (ieorge and Fergus, the eharac- 
sers from whose point of view the narratives are spun 
anil who are working class, while, rn.ile, and Straight. 


Or arc you 

just a cold and lonely 

work of an? 

Nat King dole 

Several themes Irom AfotM f.htt reappear in f'tv 
Crying forme. Hoih are in some sense about ihe 
transform j| ion l > I ethical* trusting, and eliiva Irons 
working da** white men who long tor she simple 
pleasures ot life. I heir transformation is made jkissi- 
hle through t lie it relationships with light skinned 
hla^k women who hive an air of soph isiicju ion and 
mystery aJwsyt i hero. I hey toufi and desktop deep 
feelings for she women ihey sene despite the wsdal 
.old ethical prohibitions against if. (ieorge’* "tall 
flmi blan k tart" is Eraristormed illlo "a lady and he 
defend* her against violent pimps. Fergus defend* 
hi I from her violent Firmer boyfriend Dave and 
from Ei in liiiss, I ImmiUK 1 *, imuhs (“i ondder it how 
you like. loss get that bloody tan out of here”, “hid 
you ever pick up your Sceth w iih broken lingers^). 

iieorge and Fergus'* relationships with Simone 
and hi! take on a noble, or Jcsu*-like. character, 
t ieorge sei* out So search Fir Simones friend (.achy 
who is lo*s io i he seedier side of Morrwell * prostitu- 
tion, drug, and extortion racket. The climax of the 
Him include* guns, violence* and ultimately Inirayal 
on she si reels of Brighton. t ieorge realizes that lu- 
ll a* “sold myself for a couple of dykes " Simone 
releases (ieorge from his emotional obligation which 
enables hi in so escape before the police arrive and 
lirid she dead bodies, Fergus become* keen on l>L( as 
Ei l" fulfills Jodv * request that he look after his “s[te 
iial [riend.” Fergus' * entanglement* wiih Jude, 
Maguire, and the I.R.A. lead to a climax of guns, 
violence* and betrayal, like diflcreiue is lll.Ll Ike is lies 
lode nor l>i! releases Fergus front lib obligation to 
look after her, perhaps because Fergus * entangle - 
Hums are of his own making. As ativ rase, both 
i ieorge and Fergus spend seven years in jail lxuau*e 
tlu s embrace tile responsible LEV tor a crime lint 
someone they were loyal to eornmisicd, Iheir 
naivete gets them involved with black women who 
are nol whal they appear So lie — to sllem. 

I lui*. frt>in one |x fc r*pecsiv r e i ieorge and 1 ergu* are 
being used. From another perspective their sEi a ras- 
ters derive pleasure irons sotisummg the vulnerable 
women that they have taken on responsibility so 
protect- Fergus pro set is Dil simply Eicljosc [lkIv 
asked In rsi to and hckausc Ibl. in the word* oi 
Fergus, “would be anybody'* type.'' t ieorge pus* 
himself out for Sintooe kijiiH 1 he wains her: "Wliy 
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ant I Jo i ni' this? 1 " “Because I asked you- Ikeause you 
Canty me. But you cant have me, jiiv |nr il L can have 
rue. Inicrcsiin|;ly. (.airland lergus IjiI m under 
~a.mil i he experiences dial would 3e.ul in a tlcv j I ti^i- 
non eiI the nitniKi Simone inierprets her prustitu 
tion as “jti.se me and j piece ol meat, * ieorge" and 
I hi renders the [K im as “details, baby* derails. ’ 

fk? (tying (itfme opens jc j carnh.il m Northern 
Ireland. E he camera descend-s I mm a clear .mj wide 
open skv. which (osiers j sense ilui freedom and 
love are in the .ur. On the carnival grounds we jie 
focused oil fodv s (f EiriM W li i e . i L^'t l presence. which 
is mu Ji Ilk till [4i do for lie is the on It black man at 
the urnivd and Ins size and disposhuni make fiim 
tiTiispie umm. His presence js curious because he is 
cavorting with |ude. who is Monde and pel ice Jody 
appear* rather sloppy arid mart iculare. Nonetheless. 
Ill' .tnd hide a] ipe.it Co Ik having Inn and the image 
civic springs to mind is a prelude in illicit ses. 

In 3-nndnn h the coil rl ship between Bergii* (aka 
1 1 m in u and Mil seems less illicit, perhaps because ic 
takes plaec in Inn Join i lie illicit nature ol died 
l-elalimiship. at leaM for I crglis is I he presell ce oE 
h >d|k pi it if co die ahjLjpi end ol Ins sexual intimacy 
with E >il. Once t Lie it sexual relationship is over, die 
illii.it tiess shills lo the- surreal nature ol' their cumin 
ued emotional iiuinuiv. |ilve wlut is Kt^uk to 

do? What should he dor 


L dwelt OH die idea t>l dll' i Ilk it CO sUgecM lhal part 
til tlu reason why Ttv f tying KJamr works for so 
many people is because it llucs with ihe activities 
chat profound!) violate social norms, bin it never 
actually violates them, I he presence ol wKid, sexual, 
and emoiional norms are deief mined ansi regulated, 
in large part by. the black presence. I Ihe blackness ol 
3 sidy and I Ml ts a riecexsjify device to insure thai fkr 
( rying simultaneouslv relies upon and isseaks 

audience norms. which in turn relies upon the fan- 
i.lsil's about hljtk people chat enable norms to Hour 
oh. fur example, the IIlikIliv jiid cuhihtv of stefto- 
ivpes about the predatory nature oE black male sexu- 
al desire julE ihe H'xtul lasciviousness of black female 
sexuality precludes die very nm ion chat any hlaek 
person would Telega le the genitals to mere acces- 
sories. 

I he energy surrounding the possibility of a sexual 
liaison between (ody and Jude would Ik qualitatively 
di Belem 1 1 |im(y were white. Dil brings spectacle io 
/Me ( tying she enhances ihe excit itig exotic 

qua lilies for the audience, Jody and I Ml provide new 
c\[KjicikLcs lor I ergn-s, and while he goes along for 
cite ride he never gets uni involved with the individ- 
uals who make his novel experiences possible. He 
never lommiis to I Ml wuh the hill knowledge of 
who she is. Why does he go to jail lor her? Is lie in 
love with her eu Joes he recognize that Dil actually 
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s,u ed his ] 1 , 1 1 '-? \\ is i[ It jvc or dutyr As he Hearts D*1 s 
ImgcrpriiiTs horn the gun. he folks at fob s pinurc 
jiui sjvv “Y l hL i s!ii m *1 l 1 have staved home, I'crha^. it 
slii iuk[ K si. kted the other way around. lor n is his 
suin'. Fergus is the one whnu 1 crisis ol idem in and 
commitment leads him mi a irip. 

As viewers with different. .uni occasionally 
opposed [K^pativts, we e>Lj;HTiencc [tie a lore-men- 
tioned scenes from Fergus's point of view, and in 
l»oth ljus there is a notable trimtnrnniioii ol the 
w.n he secs the world ami Jody and Dil, respectively. 
In the lirsl, we see Jody nidi tin arm arnutid Jude, 
who is, Fergus 's girlfriend, Jody appears ro he a 
lurching drunk bl.^k ni.nu and the contrast between 
him and his environment is stark. After Jody it kid- 
napped Fergus pert fives him ddkTenily. He i> 
sober, tunny, winy, and cmoi kin ally vulnerable, 
I'lte pu// It - is the- [ranstonuatinn o| Fergus’s vision 
of |ody: floss does it happen? 

A Ijetorc/atier iuxcaposittnn also exists in how we 
/Fergus seels) Dil: initially. as a woman., and then as 
a woman with a Link. It ought ail Ik details, baby, 
but we /Fergus has e /has to get used to those details. 
And as Fergus struggles to tome to terms ss i 1 1 1 his 
experience ant! representations, the world around 
him changes. When Fergus returns to the Metro die 
night alter running out on Dil I" |csils. ] lee! sick ). 
he sees the world .is he should ban 1 seen it r h c first 
time he stepped foot in the Metro, a transvestite bar. 
\Ve experience Fergus s sudden -sight. I he drag 
ipteens become grotesque It exaggerated attempts to 
feign le mini ni tv, We wonder that someone ol Dil s 
calibre would frequent sue fa a place. 

Some I ims Fergus is enabled through his relation- 
ship with I oily and Dil m see the world more death . 
in wavs that were riot available to him during Ins 
years in i he 1. R.A. What are i he processes that 
enable this to occur? 

During the hostage scenes m Northern Ireland. 
My in a series of gestures similar to those of 
i isa* Simone appeals lo Fergus s kind 
nature in an effort to save his life, dii fact both 
. 1 hfUA l r*a a i id / Ar < tying f in me a re re- p rese n i a i k i n s 
ol the l : rog- i n I o- 1 Vince fatty tale told I lorn die I rugs 
point of view, and as ill tile original, die frog has to 
lie kissed lo lie transformed. f Jody successfully ton- 
vinces Fergus that lie lias a gcud nature, one that 
enables Fergus to recognize tlieir common humani- 
ty. In gestures that appeal to Fergus’s frng nature. 
Jody flatters hmi, You re the is tie ahum live ten 
with the killer smile and the baby face." foly makes 
himself vulnerable to Fergus as an individual aiul 


convinces him to remove the hag I mm his head, one 
of tiie m.tnv literal and figurative covers that moti- 
vate Iordan's lilm. He shows him pictures ol Ills girl, 
Dil.. and engages Fergus in a masculine joust over 
the relative quickness of cricket and hurling. He tops 
ii oil with a parable that subtly indicates that 
Fergus's giH k! nature is being taken a J van i age of by 
peoph who do not have hi* best interests at heart: 
“And as i lies (the frog and the scorpion) both sink 
Ik ricath the waves the I rog tries out. “Why did you 
st i tig me, Mr. Scorpion, for now we both will 
dross ii? “ Scorpion replies, ir \ can't help it. it's in my 
nature." 

Fergus lc draw ti against the gram- He I a e ks che 
severe businesslike nature of Jude and Maguire. 
Maguire gives the orders and grows violent, hutting 
a cigarette in Fergus's hand, when he gels emotional. 
And, of course. Maguire gets him self kilted in an 
effort to assassin a [e a “legitimate Target," despite the 
fact that it will not advance the goals of the l.R.A. 

fob's jppeal to Fergus s “kind nature focuses the 
viewers' .it lent ion on the relative power relations 
I let ween tile two. Fergus is nit orne a guard lor and a 
captive ol a way ol file. On the other li.ind. Jody is a 
guard for and a captive of" [he British state; he is in 
[fus predicament because ol his wei allied class posi- 
cion in British society. |ods' claims ihat lie was not 
attracted to Jude at all. He was drawn to her as a 
vehicle lor understanding Ins presence as pari *4 the 
ot cups t Mg fence tfi Northern Ireland: 

hub ; f )kn Y- That riser A ufy, Meeft ute 

in a bar, Vm saying what the fuck am / 
doing here anyway, 

Fergus: What tht* fuck yon doing Aere? 

J ody; / gtn jrtft. 

Fergus: Fnii coui/i bare lard no, 

J.nlv: (m*i V. ()rtre / signed tip. 

Fergus: Why did yau sign up? 

Jody: If was a job. So / tv if sent fo the on ty 

place in tbe U*arfd drey ead you Ttigyer to 
yoMtr filer. 

1 e-rgu s: SAcj ttldtt V take it personalty. 

Jody; "do hark to your banana free. ;j igyetr " 
.Vo use teffing them f came from 
Tottenham* 


Mp 
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I We Jody s internal colonial predicament becomes 
clear i is Fergus. he ceases to defend the Irish and 
defuses [he situation with tbs' suggestion th.it |miy 
shoo Id not sake being t, ailed a nigger personal Iv. 
lining duly in Northern Ireland is particularly li l- 1 1 ~ 
ish lor bLik men because, according to Jody, shey 
forgo the pleasantries ol Tottenham; no picilic itself, 
he rgtis is jo exceptional Irishman because he is in 
the I.R.A. and because he docs not nuke conscious 
distinctions based on race. Ilis cx|*e licncc with Jodv 
does nothing less tlun profoundly i ran dorm his \K'i- 
«)n, He stands as in example of how we might move 
beyond race. 

The racial rcprwnution in Ttv Cryittg (riimf is 
touristic. Racial tourism, whn.li nunv guises ol 
mullioilturjlism amount to because of the presence 
ol interaction and emotional regard. gives the 
appearance that it dismantles apartheid. However, 
as it appears to offer genuine respect lot difference 
under one political bait tier, it also manages to repro- 
duce social formations of inequality. Thus, as 
Rutherford argues, ’Otherness is sought jfter for its 
exchange value, its exoticism and the pleasures, t fir ill 
and adventures it can offer. I he power relation is 
closer to tourism than imperialism, an expropriation 
i A me a ni ng rat he r t h j n m j te rial s. “ - 1 [i kJv '* a nil I) if s 
presence arc com modi lied at several levels, hirst, 
|h hIv's experience as a man in an army that he does 
not want to f*e in is valued not lot itself hut because 
of what it does for Fergus, Fergus wants, in a 
metaphorical sense, to fuse Jodv s experience. I le 
needs to know that there is a difference in knowing 
that one is in lot instrumental rather than idculogi 
sal reasons. In the process we become les.s concerned 
about Jody's will and his capacity to act. This is not 
to claim that Fergus and JikIv do not Wus me triends 
over the course ol [heir three days together. I am 
suggesting [hat it is through i heir relationship that 
Fergus is able to redefine himself, Fhe second aspect 
of touristic racial representation that operates is / 7 y 
(.tying point of view, I’he nothin of inter- 

pretation plavs a substantial role in the abiliiv of 
narrative to render jit experience or a point. I he 
process of interpretation is structured by the narra- 
tive that ihe screenwriter and director, Jordan, con- 
structs and the myriad ways in which the individuals 
in the narrative come in life and interact with others. 

I here is a contingency at ojtcr.ii ion and it sways on 
a pivot. The character through whose eyes we see 
suggests how t h l‘ circle ol culture gets drawn; who's 
in, who's out. why, and to what elicit. 

Oil's character clearly is counter intuitive > fur the 


secret that she carries within her undergarments is 
unlv a secret IlCL ause Fergus does not see it, not 
because she hides it, Fergus renders her in visible 
until sites in his lace and he cannot fantasize about 
her in the way he did dmiitg their conning rituals at 
the Metro, [he narrative structure mbs Oil of her 
subject tviry and will. One wav out is ns pin ilege the 
problematic of the secret that episternologu a 3 
foundation ot the hclero-homn dichotomy and the 
dominating understanding {>1 homosexual! tv. [’his 
visual strategy only works if the viewer struggles to 
sec and experience the world from Mil's point ol 
view, a highly unlikely probability, unices one brings 
questions of oppositional subjectivity to the fdm, 
[ lie flint itself does not offer that pncsibilitv. 

liven if we are able to privilege the problematic of 
the secret, it cannot do much to stem site spectacle 
that Hil becomes as she unravels and gives over to 
lines like “And the I act that you didn’t know is bjsi- 
cally the fault ol yours tns[v. Arid even when sou 
were throwing up, E could tell you cared" anti ”1 
van’t help wh.it I am." She becomes the black 
woman with the hidden nature: mysterious, excep- 
tional. peculiar, and secretive. Ihl becomes "some- 
thing rise," “definitely unusual," “the wee little hlatk 
chick " to the jsojnt where she does not “recognize" 
herself. Ihl s experience becomes intensely com nun! - 
if led when seen through the eyes of Fergus. 

I he irony m //v f Ct^mr stems Irom tin- 

progressive I literal aesthetic K whii.fi represents emo- 
tional relations across race and sexuality .is well as 
creating interesting female characters of colour, 
l his aesthetic is limited because the attempts to 
include rase, gender, and sexuality arc welt meaning, 
but it dsn^s not enable the audience to examine the 
ways in which they arc included. Thus, in a signi.fi- 
cam sense bids and E >i3 are deli uni a rsi/ed hv the 
Fergus v tuu ring experience it is not a simple separa- 
tion Irom rhe Other. It is continued cult oral domi- 
nation i fiat distances Jody and. particularly. Mil 
Irom themselves. Wc are forced to struggle to see 
thent in ways other than I nun die position of 
Fergus. 


- lnhiuEtun RuthiTtnfd "A Jljts; t ailed E hum- Idviino jiilI rhr 
( ulrurxt fVhcju.^ id I litiermce ’ «n * iTmnajjwjo. t 'uftnrr, 

t hffm-'i, r l] sirnlun: fowrenit 1 And Wuhan. I 'Ml I. p II 
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Don't Go to I at 
Place and Fool Around 
Like Rich Girls': 


lilitrk Canadian Women 
lilm makers and \ ideo Irlisls 

In Gabricllr Hezrkiali 


f rrmi the ft nf Hornet / uimtan f** dne time* in the 
mid-S 97 ih l if ink uvmnt hur aruj^/ed ui realize iWm- 
Wm *fy tiwrt/rif rfW a$ 


Otd fti/.ki thired (fair lewr thtil wr kid t ame uia nf 'f Lurry 
intit ihh free spate anti ur had ta t reat? a uvrld that 
anuU renew the yptrtt skit u vitkt nude H fifi-gtidn^. Itt 
tkti htnut dr re was a seme vf history ' 
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] employ these quotations tor reasons speuth to the 
prod uc lion uE hJm and video bv black t A uadi an 
women, Kacli as written or narrated by j black 
woman living and working in North America. The 
women are from dilTercnc locations yet they describe 
a shared psychic space created by .1 fusion of oppres- 
sion. AX'hilc’ 1 hey certainly do not describe ^JJ black 
women s experiences* these quotation* suggest themes 
(hat are evident in much of the work discussed in rliis 
article. I he first, the title nt mv piece, is ,1 bit of 
advice given 10 the protagonist in Oiristene Brown* 
from Net' ft In. by her mother when she moved to 
Uanada. it is profoundly utilitarian and come* out ol 
an experience ol exclusion. Ii is reminiscent o| the 
relationship be e wren black people and education in 
the colonial West Indies and other pans of the world 
operating under a similar system. Being j s >icli girl," 
in this context, is often associated with l>eirig white, 
but it is also j state ol 3 11 1 11 nl. bell honks reminds us 
rhai our parents' childrearing practices were often 
intended to “toughen us up" and prepare ljs to meet 
the racist world outside. * 1 We were taught to be 
mindful. I he privilege that came with being .1 “rich 
girl .1 1 lowed certain women access, noE only to power 
which was outside the reach of die * average * black 
woman but also to forms of expression which were 
not seen as essential to individual or collective sur- 
vival. Black women seeking eu “better themselves*’ 
were women 00 .1 mission and could sulier no distrac- 
tions, Making the Icjp Iron) this psychosocial history 
to film, there are .it least two levels on which this 
could lie read- 1 he first would not tolerate the “triv- 
ial pursuit' of such arts as filmmaking, this is less rele- 
vant ioJ.iv. I he second would support creative 
expression, bur admonishes Ms practitioners to take 
th ear work seriously — not to fool around in 
ensure that their work contribute* to the overall sur- 
vjs.il of the commumiv. Issues of what has been 
called elsewhere .1 cinema of duly" arise here. 

I he second quotation b from ^....Vupwr BLiik 
U "iunfttS produced and directed hy t. "la ire Prieto and 
Roger Me I air, two of i an.td.is first black filmmakers 

originally from I nnidad and l obago. I he images 
evoked here are ones of historical cominuiry, st ruggle, 
creativity arid voice. In many ways, the quotation 
explains rhe mother’s advice in ific first film and deals 
with the intersect ion of gender and race. 

I11 tin 1 last passage, hell hooks is describing the 
’"lived aesthetics” of" her grandmother's house. She 
talks jIhilie rhe role oE beauty in the lives of “agrarian 
poor hlack lofks” in the Southern United Stares and 
how that role has been fundamentally altered hy the 
colisii filer ethic of late capitalism, hooks' project is 
about space and serves as a reminder that “we hum 
learn to see." 

Film and video by black Canadian women funis a 


small but significant and growing body of work. As 
more and more work is pndmd and becomes widely 
available, specific trend* and ways of looking will 
emerge, t liven that there is, as yet . no clearly lormu- 
9 a U\1 whim-1 ol black Canadian him and video pm- 
duction 3 n w o men, I offer tie re provisional approach- 
es to this burgeoning material. 

context 

Black Canadian women have been engaged in 
filmmaking jiuI video art since the t i riK, working 
on mdefKndvin, as well as government and com mu - 
nity- sponsored productions. In recent years, the 
National 1-iim Board (N|-B| has lured a number ol 
black women director* on contract, mewl notahlv for 
ttie '"Women at the Well" series produced by Studio 
IX As Cameron Bailey ^ lias pointed out h then.- were 
few options available to black women filmmakers 
who relied on establishments such as the NIK for 
lin jiil ial su[>|x>rc and who had not had the opponu 
titty to attend arts institutions w here they might have 
been exposed ro experimental techniques. The early 
Work therefore billowed established documentary pat 
Ecrris. F.vclt the NFB productions by black women 
directors in the late l l ^lk though more commit Etch 
have remained squarely within ibis documentary tra- 
dition. Some may criticize them for being less for 
trial I y 1 halleuging and not won hi ol analysis. I would 
suggest, however, that there is a thread running 
through them and the more contemporary produc- 
tion* - they are but variations on a theme, with 
I ewer clear did inert ions between the old and tile new 
than one might expect. 

Some of the most recent work hv black women has 
been produced on video, lliis new emphasis on 
video i* not simply a reflection of the increasing 
iiccessibihiy of the medium and of the in Hue rue ol 
[he video arc movement. Content ami visual lan- 
guage are equally important. I he extended ramifka 
lions of this shill cannot, however, be discussed here 
for reasons of space. Much ol this recent work lias 
been produced as part oE student programs, intern- 
ships or workshops in such centres across the country 
.is Banff. In ron to. Halifax, Montreal and Vancouver- 
Newer productions ex pc rime me with lor m and themes 
[hac might appear to lie mote complex than those 
explored by earlier filmmakers. Some, like tf ilace \V. 

I aw rent e x fhr t'ohmr of Immunity, arc closely linked 
to pro-active black community organizations, \ be 

fc MI filmic*. .Sji-rrr* itf fhf la**. bid* if ii'tUnrn *intl trff-matv ns 
1 Btimnfo: liiiwipfu rlbe line*. I'hMl 

’( ameron- Hailey, \ ( im-ina ^1 ihn\ I lie- E-ilim l a |rrtrtifer 

I IikI^l- Jl- SiIvji." in f iiffiy, Sii JM, 1& i n rer l^HMIl, 
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KoK'pj Ml iLi i . KiLH >diik|i Njrrjiivrt ot Rjkf 
.im .1 Nirmll IN tiLiib him f inrmd i ll A 
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(Hprjrv Anil, pp i I V Mnui Ji'.luvics l^mei 
jrpyfnvnt ot 3iow ihr n ijie-n:ljium^ narrative 
informs [lit- i^thdk principle* MjlIk Hrirhh 
film. 
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“Op ui. 

111 “RdtasiLirLh" in, tfiu !■ i>n Viwr Imagrt >?/ flint 

1 JHAifui**) f'htit i 'PH**, i \ti>EiUvjl. Silkirul 
t i]in K^juI hI L jnujji. p V 


’"older" filmmaker* {those who have been [Hodutihj; ^inu r the 
IMTpv .Liiil i hose working within more traditional diKumfiitSh 
forms) %-xnh tew exception* arc Mill producing work today and it 
is therefore interesting m compare I heir new and early work 
with c hilt of the too re recent film and vidennukers. What 
might Ik- regarded ,w experimental work h\ young black women 
deals eti.i i ui y with biography, autobiography and identity, but 
even .it its moM artistically innovative much of it could si ill he 
considc rcvl d< k u me n t a ry . 

documentary practice 

Conditions du not favour access hy black women to the 
image- making apparatuses ol this society. hollowing Kobcna 
Mercer and Jim Pines, it i\ safe to say that the narrative of race 
and gender relations in ibis country is one which has deter- 
mined i he representation ot black women, not only in terms of 
actual stereotyping bm in the ways in which those stereotypes 
are encoded./ The aim of many black women in film and video, 
therefore, has been to disrupt site dominant narrative and find 
spaces within which to * realize themselves as women and as ere 
alive human beings." I he wavs iiv which bljck women have bad 
to struggle to make [hi* space and control images of themselves 
in film is not vastly different from strategies used in culler siiua 
lions, where sis often there is simply no leeway to * fool around.' 
t liven the constraints under which many of these women work, 
it is not surprising thj[ they have had to find space to- do this 
within already existing structures. This is nol to say that jLI 
black women, regardless ot class (to cite only one example}, 
siaod in equally subjugated relaimn to the image- making 
process. Xi >r is it meant ro suggest that finding and "making 
do" with small pockets ol space is enough, I would suggest, 
however, that we have much to lose by dismissing small-scale 
hug significant strategies ol potential subversion within the 
dominant documentary form. 

I'hc four film it values" of documentaries, as listed hy 
Mercer transparence'. immediacy, authority and autbenl icily 

lend iheivi selves to i he kind of corrective strategy employed 
by blacks land, I would add, other marginal bed groups) both in 
dramatic fiction and m documentary itself, K Black (.anadian 
film and \ ideo ha-* not differed widely from this pattern. 
( /inter oil Bailey has explored in some detail the work of 
Jennifer I lodge dv Silwi and her use of documentary realism. 1 - 
While Bailey recognizes the very traditional strategies used by 
Hodge dc Silva, he examines the ways in which she subverts cra- 
dition {specifically in tfomr frrhrrg) — he finds ihe spaces that 
she has made. Hodge de Silva's strategy' has its formed the work 
of mam black women m the field unlay. Unlike some ol she 
British work Mercer describes. Hack C anadian film and video 
does noi seem ns place is much emphasis on "reality-effect' cin- 
ema. Instead, the work tends to be what Mercer calls Ton met 
informational." This is a direct result of having to counter not 
only negative stereotypes but also the nminfurmat ittD that black 
women si ui ply did not exist. 

mrm Sv mt HLtik Wtimrth produced in 1976, documents infor 
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tmiion unavailable ih rough ilk- rmieisuejni media on 
the i'tfkfK'ntO of lil.it k women. I he t"H i] here and 
in from Xn'is are significant. tor they tdl differ- 
ent pjriv of ilk- same suin'. Cine is about untold hb- 
turirv id blac k women, the other about hision in (he 
maktrig. Historical photographs, drawings, in Err views 
and voice-over are fairly standard documenEarv pr.tL- 
itai used in ...Some 
U fliwew and the 
t jl t Cor v .1 ri ij h o in c 

sequences add to its 
realist tech However 
iis s u I t j ill i mailer and 
persjUA I ive were ljiiItj- 
dhional at i he lime. 

This film adds i psy- 
chological dimension 

In LI ridtr sl.Liui illy; I he 

problems faced by 
black women. and par 
lienlarly black Wesi 
I nth. i ii women living 

in lorunlo. It was 
more ini mediate than 
siitasrqtumi work 
lieu ilsc id Us rekn mn- 
ship m i he civil rights 
and Black Power 

nmvcliicilEs .md issues 
of i ei a 11 1 igr.Ll ion. w f 1 u f i 

were topical in the 
1970V Clothes, Iiair- 
s L v I es a i id speed 1 1 pat- 
terns prevalent in black 
communities n| the 
day also locate this Mini 
wilhin hi j C ements ei[ 
black identity and black subjectivity. though ...Same 
Btae& Ufimm wji produced at a time when mu ions of 
black community tended to be essential isi and ihai 

does tonic across iri [he Him — these w oitlell speak ol 
the intersections ol race and gender and ihe dilemmas 
th.ii arise I mm I heir unique position within I he sys- 
tem. I he women link social and economic structure's 
to die relationships in iheir lives in ways which nuke 
for ,i more human umicftia luting ol bnw oppression 
JCEually we irks. This is political documentary with 
voices of black women as authority. The pointed 
social and political insight in this film remains largely 
unmatched exxept tor work such .as Snttrs t» tfr 
Sirufglr hy Dionne Brand and Tinny Stikenian 
|w hich takes analyses of gender and sexuality fun her. 
while maintaining notions oi aimnumiEvl and the 
work of t 'hnslene Bfowne r 

HLtik jl fat far. HLak I faugiwtr. eo-directed hy t la ire 
Prieto a rad Svlvia Ha mil ion lor die NIB. relates rhe 


stories nil several black women and their slaughters m 
Nova Scotia. Some ol these are “c til tu r ji I " and “spiri- 
tual daughters U< leas! one is adopledl which speaks 
m tin. it alii re ol moon unit!' .iniong [ lie sc women, 
t he film is narrated hv Sylvia Hamilton, who locates 
herself j[ die otii vet a> a black Nova Scotian and the 
daughter ol one ol 1 hose interviewed, f his eslihlishes 

a h li n i a 1 1 link h e I w e e n 

the usually unseen does - 
cor and the subjeel aiu! 
leads to die antis, j pat ion 
and I'senlLial tejli/.icinrs 
of a certain h'vel ol inti- 
macy th rough out the 
Him. 1 lie sildet women 
describe ihe d isi rim ma- 
tin n they have faced in 
their lives and there is an 
emphasis on church. 
coinmimiEy and dip ore 
in the struggle for sur- 
vival and equality. 
( Hamilton's laier work. 
Sped t ft* a bo lie l > I .i l k 
youth organizing in 

Nou Scoria, presents less 
l on sea va e i ve a [ » pn iat b es 
to anti-rasisl admit and 
n is interesting that in a 
tew short years this cl i rec 
tor has managed to pre- 
sent aiul validate alterna- 
tive perspec roes on simi- 
lar issues. I Hluk A fat far. 
HLiik Dittigfarr is .nimbi 
og rap h it a I . Nol oil K is 
ihe Him maker telling her 
personal store and ifci.Lt id heE mother. die Is a ho 
nil mg tin slnrv ol other Women ilk (let curnimjllttv. 
[let narrative is the narrative ol the community and 
lius on in her daughter. 

( la lie Prieto has described herself as ,i child of ihe 
independence imuieriieni in ihe ( arildvean. |M Her 
heroes were internal ion a I black .iEui flurd ^Cnrld lead- 
ers. Ihe It Inis she makes are intended to help Mask 
people in ( dnad.i kspeeiallv children) "underst and 
our n. f l ■ n b i c s ,uid LOiiliiuially l hanging place in m thc 
siisrld” and define our past and future — our realiiy. 
Perhaps i\n^ has something to do with the different 
approaches u* die search for idemisy found in earlier 
and more recent work. Prieto s comtiiems would 
%c'em ii> suggest that film makers of her era were oper- 
ating as pan of a larger contexl of yilh^tiv e si niggle 
for Ldcniiiy. Prohlnns ol identiEX were there, to he 
sure, but these were issues Eli tie worked on eh com 
niunity. (h b perhaps not surfirjsing lhai a minihet of 
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recent productions, which arc likely to kill into she 
categories of experimental or postmodern, are mote 
ckKcly tied to questions ol identity po 1 1 1 k than work 
produced ten years ago.} 

/ram hy In ha Browne 1 iguereo exemplifies tins 
experimentation, offering j fresh .lihJ innovaiise 
approach to the identity dilemma facing .in Alrican- 
{/nudian woman. Against a black screen voices of 
women tell us about those who have changed their 
names I mm European m African. The narrator chal- 
lenges her own authority ami those ol anthropology .a I 
sources when she asks. “what did 1 know?’* Her 
knowledge of Africa has been gleaned from National 
to-ographic, while her reality i* one of integration 
and invisibility in Canada, Ibis fast -paced Idm 
moves from images in magazines to shots of women 
in the streets of Africa, l igttereo deals with self- 
image, with the gaze and with cultural continuity 
between Africa and Canada (we all St cups!]. Ibis is 
obviously a quest for identity, while at the same time 
the work suggests the constructed nature of identity 
and the problems inherent in a “return to Africa/ 
W lut is most successful m Figuereo s film is the Juf 
lenge to authenticity and authority (“take off those 
mix's — you’re faking itf). 1 he role of colonial ism 
in sEupmg the images we have of ourselves is also 
suggested, hot since there is no direct relationship 
between the commentary' and the visual, there is no 
"evidence of truth/ The blank screen here invites 
probing — it does not incite assimilation of "histori 
cal fact" — and this is precisely the [Hunt. Vet the 
feeling remains that though we recognize our frag- 
mented and uncertain positions in this world, we do 
not understand the historical reasons for our unease, 
our homelessness. 

Mami W$ta hy Montreal-based f laitian videtMrtist 
Motiik Hofen is closer ro exploring notions ol Mack 
women in comiviMtitiy, In a more conventional dtxu 
mens ary style, IX* fen successfully captures issues oh 
ide mi ftca [ion in their complextiy — who defines her- 
self as black and why? This is also j rare opportunity 
to look at ibe life of a black francophone woman w ith 
deep roots in Quebec as well as the lives of other 
women who have only recently arrived. I here is also 
j significant number of women who do not feel it 
neccssj ry to \i m fess whet i i he)' hav c a ft ived. I I ie 
work is important in this reg.trd — it sets up a new 
kind of questioning (directly and Through omission) 
of what it means to be j black Canadian woman. 
Accents also play j role in diversifying [be meanings 
of “black woman'’ and “Quebeeoisc/ Spontaneous 
shifts between Fnglish and French as she women 
at temp e to communicate [heir experiences across lan- 
guage ami brief explorations ol the supposedly “uni- 
form Haitian relationship to voudou also speak to 
issues of d iffere nee .1 n d cool 11 ion - hi 11 Idi 11 g. M n mi en 1 > 


of poetry, the history ol black women m sl.ivcrv 
(Marie I osep h A n ge I i q ue } a n d A f r ic a n - i a r i bhea n 
dance .ire reminiscent of Frances- Arm Solomon s / a 
it /^-rrifMfDrW ii'inrun, pioduced in Uric Jin. 1 1 It is 
perhaps significant ili.u Inith direkiors are horn 1 lie 
{ arihbe.m 1 he theme of recovering Africa and slav- 
ci v as a means ol collective sell recovery does not 
see ni to be a strong one among i. madia n bom black 
ssottien or Wvsi Endian-lifiirn lllmmakers who have 
come through the political movements ol the 3 MfrMs 
and l l ! 7 fh. 

One work which has been influenced h\ recent 
black British fi| 111 production is (.viator ( arm 1 ltd by 
Selina W illiams in Vancouver. I bis is a student pro- 
duction which explores what ii means to be of mixed 
African and Fatmpean ancestry in (. anada. iVietk in 
Its descriptions of what Li feels like lo Ik- I.i liellcd ai 
will by “boih sides” and held up -is exotit and “not 
really black." this Him uses close-ups and narration to 
penetrate the emotions ol the characters, E he theme 
of drowning runs through tins narrative. We over- 
hear 1 he conversations of a man and two women of 
mixed racial heritage as they speak wiih white com- 
panions ai different sables in .1 rest.ni rain. Iac hinged 
glances and shots of the three in imaginary locations 
outside of [he "real” develop a sense of a community 
of outsiders. Though this piece is certainly not a doc- 
11 memary m any strict sense of the word, it is in a 
sense amohiographical and. like the older work, it 
x-cLs a sense of community and ol fusmry very specif- 
ic to the filmmaker s identity and realm in this place. 

On [he whole, i| is lioE the case Ml Canada .Is it is 
in Britain that the "new ’ black independent film 
scene can be seriously chastised for being inaccessible 
to " 1 lie black Lomrmmirs." however that community 
is del 1 ned. l .vner.illv work ls not oven I y "theufCEicjl 
\ ! Xnina lames’ U hupm vf Kfsw is one except inn that 
comes Eo mind) or is firmly grounded in black oppo- 
sitional literary traditions 01 Fumpcan critical social 
theories. But does I his make { .madiail pfL nil it l tori 
less valid or diminish its political potential? 

Though ven list, innovative and Irish in its pre- 
sentation h Nadine K. Rowe s / far Ntoiit moves in [be 
direction of earlier work which focused on urider- 
si jnding, on moving beyond stereotypes and on 
"walking a mile in [he other person's shoes." Rowe’s 
piese opens with the music of BnbUc f.nemy and 
some stereotypical images of ’’the black ghetto. ] fie 
con versa! ion that sets the lone for the entire piece is 
one between a black woman and white man. 1 1 c feels 
[fiat she o not "real I v black because sfle doesil L act 
[ha i way. He talks about images i^l blacks that he has 


1 * Jjhll's Siit-jif. Jiih1ii|Kii,]'.Tir film : ]ir 1 1 diiii jiilI Amffn.j . 

Ml Ki*\k f tirtt flrtii I i trtftuA iJt A E 11 vnrnt "J, r| Hfiiftm 
t rwikiflr ut < »imiii[C 7 rjn Am, I" Sd. 
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received fnmi the mass media and. through a symbolic exchange <4 black 
and while m she trio to get him to hi- things from her perspective, 
II we assume that Rowe is trying to uHivift .1 while audience which has 
nut ycl unlearned ns racism. then we can say that she invites the audience 
into [lie piece. I he entire film is a pedagogical tind and m mails embraces 
nuns of the assumptions of Canadas multicultural narrative. Yet Rowe 
succevs fu I Iv surpasses such furrow hmit.it mm. She 1^ not afraid in show 
stereotypical images of "homebnys" stealing hubcaps nr black youth (male 
.1 11 cl female I dancing to hiphop without any narration 10 counteract, 
explain nr interpret them. She allows the audience to question iivell and 
draw Us own conclusions. Lit a series nl iSirev hvelv vignettes, the hi 111- 
m.iker shows “everyday racism” at work. Perhaps the most incisive is the 
one describing ihe new fetish fur the “ethnic" look through animation, 
(’hanging images, lot Rowe, arc pan of an evolution. I lie new vogue 
around “ethnic* physical features is i rat ed hisinncally and r|iiiie soundly 
linked to racism and the self-image of black women. Here, black women 
are rinvc merely victims. I'his is nor the case with the other two vignette's 
which position black men and women as being incapable ol asserting any 
agency over the "problem of race. In the scenes described above. where 
hlack men are villains, they are 1 reared simply as a type among many. 
Rowe locales lluidiiy in very concrete circumstances, flits fluidity' indi 
cates that change is possible tfi.it racism can be unlearnt. There is less 
of a sense of despair than there is in ligucreo s piece perhaps because it 
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is groundoJ in hNim\ though i hi-^ piftc dtx-s not 
lulty escape ilk- dominam narratives of race, it mil 
cessfullv uses i t.i m spa i L 11 l v and an iIvl* n i j l Ley in bring 
Mesh | if f\ j set I iv L r ., Anthonie is lotalcd, ivK iri the 
voke ui l he narrator ur nt the protagonist, but m the 
images themselves, 

t 'hi ml He Brimm's Fmm A >r/> /»... is innova- 
tive in a more deepli conlcmplatn c way- Shot hi 
black jinl taxi iff and following the character Inmt her 
arrival at the jirpri to her hotel room. this narrative 
(jives a glimpse into she i ho ugh is and tculimgs of j 
Voting btai k worn .in w ho lu.s If! I j government job as 
j nurse m Nevis to stay eventually w i t I t a sister in 
Montreal Her future is Lincmam, but, like nuny 
before her, she feels that this is she most practiLal 
thing to do. Front Arm la... hovers among narrative 
bet ion. dtx ornenta ry a n<l autobiography. In a sense 
it is autobiography, she biography of a comm unity. 
We jI^i get a rare 3 t*ik 11 how Canada is eon strutted 
m the minds ol some ] fm J World nti migrants before 
l hey arrive. I he ofH’fting .urfxvrT sequences with (heir 
barely comprehensible airline announcenieim. trol- 
leys. escalators, fast rmisie and erowds of people locate 
slie young woman m j web of ^onftrsiom Ai the 
hold, photographs fiom home and she voice of her 
mother seem in ton nee i her to j past which will nuke 
if less difficult so move on into the future. 

Donna Janies* Miligre ffejf IS a brilliant example 
of subverting the dominant documentary tradition. 
Although ir might be considered video an. Afaigrr 
I b\i is indeed autobiographical. I say this because 
lames c races the history of her people through lan- 
guage — the history of her own family an<l the histo- 
ry of Jamaicans in Canada. Ataigre /^subverts the 
ethnographic film tradition in as least two ways, 
f it st, the lope never shows ils subject*. 1 hose who 
are Ixing questioned about their euiture are in she 
same visual space as the ethnographer/ videotnaLcr 
t>f)sc reen. I heir visual relationship co the viewer is 
[ he t e f o re similar. Second, ill c i l s e of ] a n i a i l .l n 
women to relate and explain "folk" sayings is signifi- 
cant because of ihe peculiar place in which many 
Caribbean nationdangujgcs find themselves. The 
ekislellce of .1 hnguisfh. corn miulini in Jamax.i and 
other parts of the region means that llusc women -ire 
m a portion to tran dare 1 he nisei ves ■ I' hey speak 
lamaican and hnglish. I hev move easily between the 
two. 1 here is no separate anlhropitLngisl s in forma n| 
and interpreter. 

J he ‘‘ethnographic” feel of informant and 
aiiihfofHilogisi is decent red when wc recognize that 
these w omen are * placing at living ” n-ilives." I h^'v 
are, 10 tx sure, member* of (he culture, hut thev are 
actors and she nuances in their speech belie she loti- 
structedness of the dialogue. I he ituerveiitmns ot the 
f ilm maker /ethnographer directing the at hits, ‘"say 


shat one™ or "1 really like that one." is even more 
pointed. “Aunt" is not really an auru at all. These 
ate as tors who are a I the same tittle genome ellitlo- 
graphiL informants, Is the ethnographer really an 
ethnographer? I his brings b.ic k memories of slave 
histories of dissimulation. In ibis piece, [he ars ot dis- 
siimilalion is lirmlv grounded in African attd A f nl. au- 
|aniait,an ml l oral traditions 1 see the sign language of 
the secret sol idles 01 Julie Dash’s / bughtrr* nf thr 
Dn.n f 1 ' and also in [lie limory of slavery and the 
social LollfigUfal inils arid modes ol t omnimiK j| ion 
which il enforced. I here is a grriundalmw m she 
exploration of dissimulation, visibility and illusion 
that is absent in the other works already mem lotted. 

3 would like to examine luridly wli.it it might 
mean fiir Donna James to prod use this deeply eon- 
templative work, which ha-* been descrilxd as dealing 
vs i t h e h e d isplacc men t of co I lee t i ve h is[ * iry . As m i ri te 
one raised m the Caribbean, I read the work quite dif- 
I eren sly. I sa w it as i eLCral 11 in . ^ h ile retx ign I / 1 ng t h l‘ 
pain of loss and dislocation. I was also forced to 
rethink and contemplate 1101 simply [he expressions 
themselves, bm how they are uttered and the sheer 
joy and laughter which they elicit I mm ethnographer 
and informants. James is in fad crejuingi new lan- 
guage. for win 1 she does is produce these expressions 
in a new context. ~Aunf and her companion] uttering 
the same expressions in the Jamaican context would 
not be the curie. 1 his is one result, perhaps uni mend 
cd, of [fie use and subversion of ethnographic tech- 
niques. Janies s Work is plated WithilS [he larger imi- 
tcxl ol post ■ indejX'Eide rite struggles for nation -lan- 
guage and raises the question of who has the privilege 
to speak of nations as imagined comma nicies in ways 
windl might 1 legal l the VefV possthililV of Construe - 
live ftoliil nal resist a IK e within the context of nation- 
hood." 

rhe svork begin* vsiih a dicTionaiy detin ir ion of 
“tllaigfe i\ an adjetliVe meaning "Jean, E Juft,. meager, 
meatless. ’ Its origin is hftrnch. 1 he use ol the definition 
could fx- seen as an vihniTgraphk marker 'a.iiirig up the 
tape a.s one in which written text will interpret [fie oral 
traditions iliac follow. W[ apart from llus (ext -it rfn 
Ix'giririing ixi more definitions appear. I he "'folk vty- 
ings' are fixed in text on the screen land sometimes 
they are wriEicTi m a mixture ol JaniaiLan and 1- Uglish 
dial lSsxs Hot always Lulresf^ond to ihe words we hear), 
lun 1 Iil women themselves define and explain their 
words, l.ike many others, the word "nuigre" has taken 
on lamaican meaning. In Xhstgrr I) vg ihe history ol 
Loloni/ation and die very hybnditv n Imxxls is f>rought 
into fix ns, reminding iisof'baial tlilmy’s awn inn that: 


^-(Wrihnl ill 1 14 1 14 .- Iljvh, willi I Hilli t jlIl- HjiiiItjij Jhif Ull 

hnukc "UauphrtTs *•»! ihe Uusr- I hf Making nt an African 
Aiixtiljii SX 4 -ikikjfi \ f-jlnii/' 1 !^ew E 111 - Nl-vi. I’mO 
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“...our cultural politics is lljjIIv aioi jIhuie dcpihk^snc^ Hue dwnii dcpih, mn 
jI^uie the waning of ifFcti t>u i h|1^h suit \i\ prcvc fvj e km and rep fshIik lion, not jImhii 
the nippnenion ot rempord pasterns bwi about history irseH. 1 1 

look again 

lo luuk i* already to creaic. I he Iransparem) ot doc uni ciliary rcjlkm ha% ken 
used io advantage by C w h a e lO feminisr and black (male) td in makers a* a strategy lor 
nuking work accessible in mi^ lauilicrit^ and as a w.iv nl producing coontcT-tnlomu 
l i-Lnn . Lit, sitaci film theory terms, this could have led ru a derailed and highly teiEied 
discussion of mu La re and audience identi Heat inn. I choose instead to provide provi- 
sional glimpses into some hbek Canadian women’s film and video works w hich I ted 
exemplify and reflect a lived aesthetic and eti Eru nl gesture. 
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Sc If- inline 

..slow motion video, silence. a black woman 
takes j shower washes her hair, there is rape 
and pain on her face, we are forced to umirm 
plate her image, her mouth is the bl tiling w e 

nr- (/J/mwA 

...we look over the shoulder of a black woman 
flipping through a mainstream H woman’* maga- 
zine, *" she becomes IrustraiedAhsgustcd with ihe 
images »f thin while and black women and 
Throws the magazine to the lloor. {IJ-t-S-J-N-f i 

...lasr image*.. cut jiuI pasted from * women s 
magazines* targeting hlack audiences. ( Wvmrn 
Womm of Hrnuty} 

...fast images, cut and pasted from H women's 
magazines." A black woman tosses the maga- 
zine into she air and onto die floor. S Trntn) 

Subjectivity 

Rosemary gels a job at Pjeiv EAiLice alter much 
searching. She relate* ibis to another blask 
woman outside of ihe restaurant. I he second 
woman is sympathetic. Rosemary is happy and 
relieved. She seems oblivious to (he camera. She 
raises her hand to her mouth in a gesture we rw- 
ngni/e ...(Home Ftrfirig Stmjgir for a Community) 
Singer Jodie Drake talks 10 ihe video producer 
while applying her make-up. She is preparing 
tor a performance. She talks about her husband 
getting in she way when she doe* her makeup. 
Indie Drake looks into ihe mirror. She eoo 
seems oblivious 1 o | he camera . 

Sexuality 

l wo young black people discuss ' sale sex." 
make love and both enjoy i (!...{ fhr (olour of 
Immunity) 

1 wo veiling lovers giggle over “sex 
toys’" . . . { an( J / !/) k lot r itary) 

L bed Aesthetics 

black Women sit Jl J table Weaving baskets and 
telling stones about their lives, their families 
and how they eanie to weaving. I'hey are shap 
ing space with iheir hands and recreating histo- 
ry ill E he tel 1 1 rig . . . ( Hku L r A ifrthrr, Hitik fXltightdj 

I Wis black women weave cloth on a 
loom... {Mult Mother, HLick Daughtrt 

One of the things we need to focus on in black 
Canadian women’s film and video is what ii means m 
see images of ourselves w hich are familiar but not 
stereotypical. I he tendency to say thai we ’’know 
fttoplc jtisi like dial" which has been one of the criti- 


cisms levelled against doc u mem ary realism is noi nec 
essari 1 1 n ega e i ve. Whets w e are f e j rc cd t o ci m te tnplai e 
outcelves Eti i lie many ways th.iE we “really are’’ there 
is potential for oppositional looking. 

3 here are many questions to he raised with 
respect to film and video by black Canadian women. 
In wli.it ex tent does their work con mute to Ik 1 l ■ r- 
cuitiscrihcd by I he very filmic strategies which have 
supported the status quo? Is a reliance on these 
strategies necessarily inadequate ill the present day or 
is stic.li t fun king it sell ceio tattled within an expeel 4- 
tion Ehal this work must hear the “burden of repre- 
sentation?” 3s u [possible to create a sense of history 
in the midst of change? How do these artists ion 
from changing nor ions nl com m unity? %1ui 
informs the choice of experimental techniques in 
recent work? Where is the arena of contestation in 
experimental film and video? What are the new direc 
lions for black women's work? 

If we hope to sec more of (his work in active dis- 
tribution ,ind exhibition, we must begin to take own- 
ership of it as part of the creative landscape of this 
country - the kind ol ownership which implies 
resjHi risibility, critique and constructive engagement. 
We have “come m dis place" in black women's work. 
We can no longe r afford to “fool around," 

films and v id*\w uted 

f-ram ,Ym i fo ,t hnuCPf PlWn*. PJH 9 

Sfl»pr ft/,/, f U i*rrrf/r Mh, | air, i,|pr , ( I4.1 p ■’ | k rPfE^. |irihd . 
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Stutn t*t i ft* Sffkjrgic. Hu nine HfandL (juiny S n Litis an, t"> , ?t 
W vt*ir*t JI j/v W rlV 

ftLik War fat ft Luk tkhfftirt. Svlvu Harmlum. i Ijiut VthtUi IS* 1 # 
s pfjk ft \ SvKm Hanuhnn. I'fJi 

flrtr/ff ftrriurjr struck ft 1 * j t K miller H«hJ^, Ju., l H l|i \ 

/Vann, TwIm Brt ™ m hj^Hrcu. 

U .jJj, Mtdhik 3 'hnierii. l L ^?1 

/ it j iff /if rafTtrerunef livmjn, I rjiiLi~i Ann V^imihn, 1 '.l fc H I 

f iiA*wr t fr*7r, tfd' Sell 11 j \\ 1 Hi Jins. t fc ^32 

Hv Aiiji r. N;,idim- K. Ki^r. dir.. Kjifu Spcrbrrjj, piiid. 

l iVitiiu Unii>, 

Min r/. Husc|^ Railo. 1 l M2 

If ft s / fi ft i i I e Sf. Dwrence, 3 "Wl 

/iurfjj' I ^Lih i KnUliir HriiVki-u,', t'-I'hji 
JfAtft t?h\ur of frfirtTMN/Iy. 1 1 Ijl f Vi . 1 -iM rrni. 1 ', 1 Trl 
itiftfiJfIR ivi r Jitiry, t rlbliiL-ltr Miulk'i, lIi! ., ] K'lihie I'Siij^Ijv 
prnJ. Fi nill . fftt/fr Slf&rijfi-r III riff, i I jiii l' r F ictn. 3 93 t *) 4 iv Jmi^ pul 
sit rlkr U ir^rrJvi rft fftr U>// vCILrt [Iiihu^Ie it is .mu qk-LtfiLjILv iiiirtL- 

iianed, 

I hanks m i 1 Ml K . f ull II ranu- 1 ilni Fi \ idnfc. X I j^vc jislI 

srLdiviLtujt ]iindLkLE-r% 


1 ^1'ao! tiilrisy Nmbmj! Hin Sweat Inside my Hand 
Al^iIili il ’ i and Hlj4.k ^ro in EhiEai.n''. sis ftuii- ftiitit iintob 
itt'A [ Iik inn l it 1 a " T 3, Il nmJnn liomute Me ihe OiUempiun 1 
Arw. p 4(>. 
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Sf+iil// rL'lj[i'\ I lie loves jihI strug- 

gles of rwn youngish Chiiu'H' women* Sally anti 
/hao, who migrate 10 Toronto to begin .i new life 
iih i he spritig of 1 l >89. Like nuny immigrant tales 
that have preceded it, Keith hnkv Sm^tl PUasurti 
registers the experience of displacement, I he narra- 
tive is built upon t h t- uncertainties, disappoint- 
ments, exploitations., adaptations, the “torn between 
two cultures scenario that mam\ many t lanodiam 
have lived and still live. J he reality- based plot, how- 
ever. does not over-burden its tone or detract from 
i fie lilm\ innumerable "small pleasures'*^ the flush 
of recognition is m.itLluJ hv delight in ns vimi.iI 
sumptuousness. I he music, composed he Huang 
An- 1 on (originally from the People's Republic of 
( lima) and Kirk hllmi, serves the hi hi id clients of 
the Him well, hs mix nl t! hi new classical, tolh and 
Western sounds propels the narrative and carried 
me through an emotion jL tour from tranquility to 
turmoil and hack again — reflecting my own iclciie 
“ f ou m ey " — -my ow n ex i le In s rn Chi n j. 

Ah bough linked to earlier immigrant tales, Smalt 
Pf cat urn radically departs from these efforts- it sur- 
passes she commonplace outsider s story. While low- 
budget, ii % si ill an nivnle |oh. hot filmmaker Keith 
Lock. Small IHetisnm represents j search lor roots, 
for his Beijing Ren (people), in the hop es ol recover- 
ing that which lus been lost. Before they immigrac 
ed to i Canada at the beginning of dm century tank's 


own grandparents lived in Beijing. A ihird gene ra- 
tion ( liinese-t -anadiart. he grew up in middle Jass 
wlijir suburbia, the only ( hiiievr at Im high school; 
l ock admits “unconscious^ I didn't want to be 
{ hi new . ' ! A s we k mra , f a ou n ] j 0- 1 1 ke rat i j I sel I - 
haired es all loo common in [how socialised in a 
w line dominated culture. I t he making of Swat! 
Ptrasttm* a Him alsout |K*jplc From Beijing, offers 
his most recent effort to reconnect with his ances- 
tors. In j self-effacing gesture Lock admits that 
l>annv, a character who is a "totally Westernized 
C hinese t. Canadian who ax long Ijlsi finds his roots," 
is i tunic led alter himself. 

In spile of the hlnmuker \ wit) towards origin 
and authenticity, Small Pleasures' achievement lies 
precisely in its complex representation of Chinese 
identity m t !anada, hiroiito specifically, 1 he film 
demon se rates an understanding thai various “ethnk 
t binese" living here who claim a shared heritage 
cannot Ik- collapsed into a totalized single identity. 
Ihe word “Chinese" means j myriad number of 
experiences, traditions and values — it is run undil- 
fereuilaicd. In this way Small Plenum decidedly 
iruraracial nature eschews a "rmilticultulif celebra- 
tion of common <. 'hiftescncss by deroonsi rating dil- 
lerence within. Relation* are not, most significantly, 
played out to a white dominant, Interracial relation- 
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ships are tun privileged. and thus I he ninfci riht.i> ol 
most i .k i.jl representations, the ot 

superiority, is ^voiditl. Ilitv ja is courageous. 
m itiH'l i mes risking critique Iron "cnmnumiiy 

Smalt Meat ft m rcpcjU'tlly insists that people 
gmi;[icd under the designation “C hi new are nm, of 
course. hofnogrncmis. Like most folks* < ihmese hive 
diverse pasts. financial circumstances, hopes and 
dreams — and values- This range, this specificity of 
experience, is measured nut through charactcriza 
lion. Individuals embody emu muni lies, giving voice 
to coo flitting experiences, Dannv. the l .madi.m- 
horn Chinese, reveals l he dYcci* ol alienation in j 
whice-dtHninalcd society. Wildly oscillating between 
denial and the "desire to know." Danny is trapped 
in a conundrum familiar lo young second and ihird 
generation Chinese t ..Liudians, 

A small t long Kong entrepreneur, Mr. Ying, is 
I si i c h a shrewd buss and I.iihI Lor si. while a lahhlul 
observer id 'Chin™ traditions. Ying's restaurant pm- 
vides a lining backdrop tor the interaction Land 
drama) of the protagonists. His character humorous- 
ly indicates the excesses ol L long Kong style capital- 
ism without, surprisingly, denigrating Hong Kong 
( Ihinesc. His every apiurarance induces a smile, as his 
dialogue is "itikcitd hy dollars. 

Mai danders. on the other hand* eke out an 
underground existence* paying a heavy price [or 
admission. Wei opts tor a contract marriage to 
remain in t unada and is bartered by her husband. 
Mr, It. Zhao and Sally get hi by working illegally in 
Mr. Yiiig s restaurant and are. of course, financial I y 
exploited. Mr, Li, former! v a linguistics professor, 
(placed by an actual linguistics professor Irom 
Beijing) left ( htlU to escape political perseLimotl. 
I ike many mainland professionals Li works ^ a 
waiter in Chinatown k living very humbly* cxpcficttc - 
ing ext rente exile. 

Zhao and Sallv otter two variations on the 
Chinese female immigrant. Zhao constantly strug- 
gles between two culture*. She attetopts tile nnpossi 
hie, and refuses to relinquish the past, tearing "cont- 
a mi nation" by non- Chinese values. She is tied to 
China by a fiance whom she does not love bur 
doesn’t wish to disobey her lather s will so she, even- 
tually* resigns herself. Sally, on the other hand* in 
spile of her material conditions, adores the West. 
She lakes the route of assimilation, replacing her 
Chinese name with Sally. Her goal is single-minded: 
marry a rich Canadian to facilitate taster and easier 
mobility into the luamst tea in t anadiun social fabric. 
While at university, her dreams are real bed in |ack. 


a "white bread type medical student. 

I he dynamic interaction between and among 
these three categories of Chinese is always intrigu- 
ing, often wittily executed, io make visible the mar- 
ginalized experience ut the main lander the (ilnitnak- 
er utilizes comparison as a strategy'- ljuck s goal, to 
gbe a “non -exotic look at tins pan of the f hinesc 
community 1 " and "do promote deeper understanding 
between people" relics on an underlying realist ac-* 
dictk. Ilie cast* according to Lock, was chosen to 
make ir a more authentic film", and the narrative was 
based on “the true experiences ot people known to 
the w r ri ter/di rec tot. H The director’s intentions, obvi- 
ously motivated by a desire for sdf fepfcstfniaiion, 
are to deliver a depiction ol complex social relations 
in an accessible man net. 

Lock's choice of access ovcf experimentation is a 
more recent development* as he began his film 
career as an experimental film maker. Hut those hal- 
cyon days are over, for Dxk and many others. I lie 
desire to communicate wit Si a wider audience — to 
bridge Canadian and Chinese communities — corn- 
I veiled him to opt for the dramatis leaitire format. In 
this move towards a dramatic realist aesthetic IxkIs is 
somewfiat of an anomaly, as younger Asian 
i ~anadi.ui film makers, especially women, are moving 
in the opposite direction* towards formal innova- 
tion. 

Smtill Plftffurvs, however, is ha nib' socialist realist. 

1 hts is resound in git brought home in the love 
scenes. Superbly an directed, these moments, 
although minimally executed, are charged wiih 
excess. At the same time, love is shadowed by politi- 
cal events in i hina. Zhao and Mr- I i s love affair is 
doomed to tragedy (in a Chinese sensei, since it 
grew out ot forced displacement, and the machina- 
tions tit political power and bureaucracy in totalitati 
an t hina Sallv s liaison as dirccilv placed within the 
events of Tiananmen Square. E he exquisitely ten- 
dered love scene, intercut w ith I immni ■* night life, 
is infused with urgent lv voiced broad vast'*, replete 
with gun dints emitting from the square. Otherwise 
engaged. Sally appears disc ortecrtecL The next morn 
ing when she wjlb to tfie window, indistinct wave* 
of shouting waft into the room. I hesc collective, 
youthful voices rive and tall* stand-ins tor those brav- 
ing the tanks and bullets ots Beijing's streets. 
Although Sttull Medium shies away from poliutal 
com mem ary (this for me is disappointing} these 
voices are exhilarating, connecting me to the spirit of 
Tia ii.ni men Square. The effect is both ethereal, 
jlmmt otherworldly. yet so convincingly “real" that 
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I jni mere i mie with I he pimmem's |i»i^njkiiy. 

Alt hr iugh tivcfwht'lmiiigly ennneeied to SnutH 
PlniMm 3 lid jppreei Jtive ml its m*my strengths {and 
pli-jMir^L I ted liiic urn lurfAhle wnh l .nek s 4. 1 j i 
aii I he Ml idty. I tie juthenikiiy he seeks derive* 
Irons ah under m Audible eor ret live impislvc- — in 
repLue "bad” uld damaging su-rtroiypes wish ness 
“pjcHld mure * reAl Kik ^ inures, i lasting Ik jj lingers 
in play Ikijingers. Hang knng Avion u> play Hong 


Kang character* ,ind as.vmiiijTcJ (JU . s H .inadi jm 
Ikirn ( hincMrt us pi. iy characters who- were lmrn in 
l jEud.i. j 1 1 hough .1 compelling and irimnnive str,i[ 
egi' to produce reality -ell ect%, unnm overcome l he 
mystifying power* uf representation* I he language 
id alii he m Lei tv appeal* m veriviiniliipdc, and thro 
m sites standards to measure against the "reaL In 
order in prod Lite our own counternarrAtivey in mir 
search tor “realne**," it is esserm.il e 1 fe.tr we try noi in 
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replicate the pr^hlLith inhiTem in realism — prwnu 1 
does nut necessarily guarantee ’’truth. I Ins indeed 
,htLK to what li.is been klIe, - ! i I v turned ' tin- burden nl 
representation." Agteiing with IkJward Said th.it all 
repmentalioni jr: niisreprexciiiaHoiis in one way or 
another, I do not have the inclination eo engage in 
debates over realism that have resonances both here 
in Canada and in recent dialogue on race and rep re 
mentation, hui pvni these da inis lor authenticity, I 
am troubled by some of the characten/ai ions. 3 be 
female character! rations tall dangerously close to all 
tern-familiar images ot Asian women. 

As a mainland Chinese woman I am very gratclul 
for Lock's efforts to brint; my situation into focus, 
and he doe* this mostly successful ly, hut I tear t h esc 
particular characierijjiionx do noi exceed Western 
conventions enough. I- mm my perspective. Sally 
anil /. hao do not radically -differ from I folly wood 
stereotypes of Asian women. Boih epitomize term 
ninity; I heir dialogue is rife with girlish talk and gig- 
gles, Salty, in particular, exemplifies the "urit'iiial" 
woman, although at times self -du term hied. She satis- 
fies l he Western inale gaze in her “oriental 
demeanor, continually seeking approval and appreci- 
ation I tom her ^Canadian* boyfriend, 

I am sore the director did not consciously con- 
struct a stereotype: as he states, the roles lor hi j 
composite, forging real- life prototypes into charac- 
ters. I believe tile problem stents from casting. Actor 
/.hang l.i may nos be she best choice lor the role of a 
modern Chinese woman who ventured alone into a 
foreign land. Her screen career began wish a rule in a 
Chinese television scries adapted I mm ihe classical 
novel The Dream m j/v Rtii (Chamber. She plays the 
daughter of an upper -t I ass family in the Qsng 
Dynasty (1644- 191 1), an ideal of femininity accord 
i n g to t rail iiinnah I euda list ( . h l n esc s i a n J a rds . 1 1 
seems she can t escape this role, as actor and charac- 
ter a in alga mate in Small PUautra. i .iven I is p.isi 
career, it is ironic ih.n she plays Sallv. [he film s 
most cum mittcd character eo Western values, and its 
most conventional “oriental woman. 

Mv one cr ilk is in of Smalt Pleasures lies with 
Sally's character. The male characters, on the oilier 
hand, .di hough allotted less screen time, exhibit 
more range ihan the female characters and exude 
vitality. I "his clarities, for me, the question til per- 
spective, that a sensitivity to racial origins, to a desire 
to "get it right" for ourselves demands a rigorous 
attention to differences: “di Here nee within includes 
the representation of gender. In ibis regard. Small 
Pita* urn is almost there. 


Since his t'bt dncumrnlarv on t .binaiown, 
Keith l ock has explored the lived experiences of 
i hinexe people in C anada. In this way. his contribu- 
tions are groundbreaking. His celebrated A Brighter 
A/ww, a short drama about the i rials ut two teenage 
boys horn Hong Kong living in I arotilo, is delight- 
hit and shares themes and techniques that are skill 
f'ul | y honed in Small Pleat a res. (He has also pro- 
duced a screenplay about C’hincse-C anadian experi- 
ence during the Second World War). Small Pleasures 
is a breakthrough, both as Lock > first feature and 
Canada \ first (.'hincse-C Canadian produeiion. As a 
member of a marginal group. Lock, like many 
artists, works under double duty; the responsibility 
to faithfully represent his/her community in them- 
selves and to “outsiders through accessible means, 
a fid I lie obligation of the artist to experiment wilts 
his/her form while following dieir own vision. Small 
Pleasures successfully negoiiatcs built* 

Small Pleasures molds the muhiplkiiy of 
t diinew-t anadiau identily in ten a delicate, carefully 
rendered film* with the ddicktus pleasures of econo- 
my shaping its misc-en -scene. Ihe result is as 
restrained as it is powerful, Although intended to 
embody the harsh encounter between mainland 
C hinese and Sate capitalist society, inhabiting the 
perilous territory ol noi- belonging* Smalt Pleasures 
indelibly suggests the process of becoming itself: it is 
a tale ut transformation, of redefinition, ol butb sell 
and Other. 
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Editorial Distent 

\\ r piihlihh t$H\ tiriiii !e utuirr pFatfsI 
<tiu/ it tMih/ ftl'f in filifANit tfUF&fllYl 
fmm if*? npMHHms ffjpmW /we 
a 'huh iirr, (mi. iaimrm rtfUA , t if 

a tint, vfffrtm r. It it ii^H /Wr*/ wer 

tit *i * twimi&n fti ( mrAi tmtit »f//~ 
iwlfft&fr; rttf tWtlktr'* 
diiVrjBdwt in ttur upwwH. far mirk 
tn tfo tirf.i rtf r*ti e, hath uMiirif 
4 imi Lirgtr hi ni hiito rj t i// finigglts. 
fnirtii tiLirh jrmttuf srif-dtfiniiiiw. 
ii a wfnhy iippitmrt. 
Xvtoi'tthttfHuim]* nrimir tmtifaf- 
ifirt a/ fi* nut. hen n '< uwhinihr 
fitughl Mod tn pink 

k\k amitW 


I I l _ i‘. ^ iH'U'i met j blaek |>L'ni(i[i. and I am not while I 
_, has e known -i n urn her uC brown person* i i rfe-L ludi ri£ one 
htitf jiid li iu- time Inc lull. and 1 luve incl people who 
mi^hi pas^ tor black' Jt a JMJlkt, hm no view 

their skin roealv ilvell A\ A deep blown. I have iriei3„ took 
injj in I he mi mi r.. lo define my s fut n ^in ttilmir. ]i cer 
in id v i ^ n I white 1 1 he only w It iu- people 3 i e seen we re in 
tirtmevi- a {idle Kcijir, with a pink uitj^e. is die close si I 
■l.im jiel, l also studied ihe ml lee live it the laM ( irifAt llfm 
iiieel i njl- And reached a similar conclusion ; none ul us is 
white, we Jte all persons ol colour 

\\ Ik.n Lmjjij.ipe. lodav. is appropriate sv hell we wish dor tea- 
■sons i hat pyneralk should rl l eviM i m sjHak ot piipir nP dilferem 
vkin l.i durations? I he ciirterllh popular 'person* nl tohmr is use 
lesc I ii r my presctll pn r fH rw>. boeauw ii includes Asians. Nairn? 
Americans, Ills panics . none ■*) whom ire son vide red in this 
article. 1 1 is aho, m tne, sudotisly rdiensive. it implunlv iicliiics 
the standard as "while,” a^aitsst which "per tuft* ol coloiif" 
tan he defined. \s white people do llol ttkl. sllch 4 stais- 
ihkl is both insultiii]' ami misleading 

"White and hi ask' are peculiarly unlunundie. 
bet.. i use of the wa\ wl aulonuEiedlly .iiwh MIc I hose irrntv 
with ^oihl ami eiil " ll nl vote while supremacists base 
a H-Oinrini in e ill to exactly Mich all «mociJ<ion «l ideas, and 
ptav upon *t sLirreptil Ions! v: ifceV would ha it- to have io 
think o! ihemsdves 4% "pinkish l>ti^e h ). And we pj^jJ »hat 
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association:: ih basis. w-hicb appear to cxisl i n. all 
known Lultufo. and goes back ihrongh 1 h*- sm- 
ruries Hi tlit. 1 dawn uf consciousness. is in the oppo- 
sition «f liglu and darkness, and has nothing prop- 
erly tu kliK with rite whatever. One id the more 
ludicrous momenik (and [hr camper it inn is. fornn- 
iUbic) in my npcrirlitcS n| academia and the academic 
mentality occurred during the oral examination of all M, 
A. student E hid been supervising. His thesis was on 
H (ienre and (iifldrr" in The Hollywood c media. and two 
of l he III Ins ] i discussed were Tkt Ptraw and f&bnny 
tr midi 1 In che middle nl the examination, tine highly 
respected member of the Kim Uepannitm suddenly Ji^nJ 
why fhr l a ml itla ce had n^kiEd in discuss ihe isiiuc id 
racism. There was a moment id blank silence K while scf 
lain feverish though I* rushed through my mind UN otjet- 
non to Judy Marlaml playing a Hispanic, perhaps?). I he 
learned Mini scholar then explained ihat llo question 
referred U* file fact* iliac tiene Kelly’s (or Walter Slr/ak's) 
pirate was called 'Mack the Black.' and Frnoi Borgyiine's 
character in fahrmy CuiUr wa> k a I It-cl Black Bart : clearly 
r-uiu slurs. This h.ipjHncd many years ago, and t'rli mu 
sure now whether I actually. or merely should have, inter- 
polated a question ^ n* whether the Holy Sonnet ol John 
Lfonne, written in l.nglaml ai the k-gi ruling *4 I he 17th 
century, chat begins 'O my klaskc smile.,,." must now he 
considered racist. A farcical instance,, of course, but ii discs 
bong liHiisu- the desirability id separating. once anil lor all. 
ihe word ’black' from any risial coniKuatiofis. i I can claim 
here die support of Spike Let — see the scene in Mdhnfai 
X where MaLolrn read* hpi.ii the diet ionary definition* hi! 
'black'). 

I am not altogether happy with tire tetFil* brown 
ami 'pink (1 would like to Live in a culture w here pigmen- 
tation wa\ not an issue), but they seem m me enormously 
preferable to 'blji-k' and 'white.' *o 3 propose to adopt 
them in [he absence of anything liellft: besides avoiding 
the good/evil connotations. they have ai least the merit h«I 
being less inaccurate. fl eufiddeted, of course. African 
Amerisau/ or |Hrf%nn\ id African descent. bur I have 
problem* w-nli iliac m»: I might apply *usll terms eo the 
slave* i*f .Xhituhn^. Is i li I can’t think id. for example, Sybil 
i fi J/y Jitfklm Af&mmi as an Ain* a it American — che ties 
In any Alrican culture being £0 fftlMHK — any more than I 
* an think of ihe loan Bennett charjeirr as a l\uro 
American: hoih women are simply Americans.) 

I In Ppliliml I nrh - diifM 

h>r a pink man. today, Eo write dhoui th«- reproduc- 
tion i hi brown persons is a ha Mid sms under caking. 1 
undertake it. E hope, wiih a Jcar knowledge ol the obpck- 
cions, and shall therefore fiegui by explaining why I think 
them invalid, and l*y averting whac [ ihink 1 do and do 
not have the tight to attempt. 

I lake u chai ihe objections will closely parallel chose 
t have Liften confronted when I call my veil a tern ini si: 
Bee J Live you are a man. yuu cannot possibly understand. 

1 1 is nl course true that 1 cannot feed entirely inornate with 
ihe specific forms ami details of oppression ihat women 
experience daily. Ihat thws mu disqualify me from King a 
feminist. Ihe deli nit Ion I am assuming here runs some 
dung like chis: W person who understands ibal women 


base been oppressed dm mgh die centuries. and Mil I Jtv. 
and who believe* in che necessity lor constructing J new 
society in which that oppression no longer exists, a project 
involving ihe radical re-education of must men ami ihe 
radnal transformation ol all existing social structures 
With the obvious necessary changes, die same del in Hu Hi 
would do for ailri-raclM I am a male feminist and a pink 
ami racist, and I write precisely from lliat portion- As a 
male feminist 1 base never preiended Eo lw a woman m io 
sp^'.ik for women: as a pink anti-racisl I sl^ n*u ptricnd co 
l*e a penan ol colour or to speak bnt other races. 3 hat 
is e i u hi indeed be presunipEiiims and insulting, since 
women and persons of colour, as their liberal ion wit Km 
our culture proceeds, arc |H.*rfeccly able co sj^cak l^r them 
selves, in iheir own voices. My own posit km. as a puik 
male, will irurviubly be diflerent, will include disagn-L- 
me no l| have. afl*-r all. mv own c ull Lite m slelend, in so 
far a* fE is defensible), hue t hope not ciUlipletely incom- 
patible. hmm cheir own perspecllve, brown ^vrsous may 
be tlghc in demanding the suppression *4 certain more or 
levs ihscinguishcd wihrks prodLiccd within pink culture hut 
involving browns and raising Issues ol racism. I min my 
perspective' [hey ate w rHiiig. 1 he important dung is ehp iry 
io umlcrsEand one amuher's perspecl ise and acsepi ihat. 
from dilTefeni starting-points, we are UnEh winking bit die 
same end: che 'go* hi com mull ilv pluratisi ami muhi-cul 
l u r .i ■. wuhin which all discrimination hus grounds of gen 
det. I ace. colour religion, sexual orient At km, will cease lo 
iusi noc only by order *4 lass or human righi* charters m 
other lorms of enfotceineru (a necessary lirsi siepl. blit m 
iff iuafoij, in the way |*enple relate and feel dhow rich 
other. 

3 UsweSet. ids pewdtion may well went Fiumupjcible 
to tho*e wIihh practise 'political correc I lievs m i3u l siren ic 
Orudlun bums u has now reached, where ic appears to 
hats- as one of ii* projects die lImsml rewriting or suppres 
iIlui social hislorv. An incident during a film course l 
laught last rear irvealed m esh- bmh the prolxable diltiT 
i-iices of p^oMli^n In'twes'ii a pink anti-racisl .uni a bruss n. 
and the kind i4 " c m i rii_-l vision' (undersiandahle, pi-rliap-s. 
but walselv admirable or helpluli tbai '^Mhluiial i or reel 
ness has produced A brown wonialL vmdelli. among the 
Ix-si m cbe class, whose work bad kePI ol a consistently 
high standard ami with whom 3 bad seen e ye in eye mi all 
other issues, w role a p.»|K"r oil //sr Nnl'ic 1 . u Moment (one of 
I hi; films I shall diwiivc later 1 ,u talking ii Eor its picseiila 
i ii mi nl die brown maid. Sybil- As I have always seen dlls 
a?, among die most irndligeni. sensitise and ppogti-vsisc 
present al lolls i>f a brown character m a iIjsskjI 
Holb whhh! niHivie, I was caken aback 1 lead and re read 
the pjfX't. and became aware ol all it* absences. J here was 
no acknowledgement that the him wai nude io 1 1 1 ^ 
no sense cbai ic might rellect a wmal Miuacitm somewhat 
dillereni from that feUtc Ted in ihe films of Spike Ux or 
|ohn Singleton: no awareness of the s^icial a* ail 

able to uniturricd brown women in the l billed Siaies in 
the lale "-fhc; \\u sense- of Sybil’s pmlnm ami significance 
in the film’s n cruel ure I the ebaractef neser seen in 
collirxi. nr bet hmetion in tbc film ilhOhHilf. Hie vtu 
dents animus, in fact, was dure ted exclusively at the fact 
thai a brown woman w«o occupying the r^ dc of servant 

J biiugfi sad (given the scudem i mlelligerlcel ^it*b 
animus is of course uiulerstandable: ,i^ a gav UMU, 1 liau 
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r^l^riinLiii j siniiljr animus niv^i'H. often with i> little 
liistifiL Jtion. Bur [ urmol see this as miTk’lv Ail iwiL.iH'J 
in*i[.iiKi‘. Inch'd In a [H'lumjl rage. It seems In me In 
fx-kmg very much to a cultural situation in which fin ihc- 
pfnvmtc til i Jliada where I 9 i V<c> rln-rr jn L u»nvym rhreaiv 
rih ban tlin fcitfsrrry 4 in nit virw one o! die dc/eii nr 
■mp finest novels in ihc 3 nglivh. nr A merit in 1 — l.ui- 
guagyf from the schools. and lii which a proposed rmv^l 
nl Sthne j provokes wiilr^prod linfror and outrage. 

I hi a concept ol 'judiiical tot rev mess iv in principle. a 
he jilii i hi) and important one. while is remains flexible, 
fluid, k. c 1 1 li in l ■ l 1 1 1 si v evolving, She mu me he ir h .in Jem inio 
chinny, ii bee niin-s dangerous. (Precisely the same is [me 
nf i hr i si nanny. Marxism., I rfudiuihni . J 1 he danger it 
twofold: instead nl being nplurjUih 1 jnd questioning, 
tnhitci to constant nud ilk.il inn, open In argument. El 
ri giddies into something authoritarian a ml repressive: and 
i[ {ilTi rv itself up for exploitation bv the Right, I he typical 
process here is that ihc Right produce*, and seeks in 
entree (tlMully MU L ceding. Willi the help ml the capitalist 
media f, .1 parody nl the original which tin then Ik- used 
fur p ■ i r kwc of sail re. En die case nl political tunttm^ 
the Right ha* been uvid even this much elTuft k at the |>ar 
*dy ts already there, readily available, 1 he hcEII eiI the 
wilili hunt is f ri the .nr- file very people w-Khp would 
mimdKy denounce- the pracTiees of hweph McCarthy 
appear completely unaware that, in principle il not so lar 
in elteU. [bey are pursuing a similar nuinsimns logic. And 
whai kind HPh an an develop nut ol thitf I he ugly hector- 
ing iii j HW /rafli the f.mtu perhaps, tu the pa in ting b> 
numbers, Icminicrn nt j ( iertLf. 

As a gav pink aiiee- racist interested m him, I haw 
fried In find an ctjuivalrni ol I he dntfni for I he *nbjoc- 
norMhle' stereotyping «l brown characters. I am aware thai 
l heft are vast dtflr tencrc between [lie oppression nl 
browns and the upprruinn id gave. Rue a certain paral- 
lelism can surely br claimed. A scene in InSerm iIiphi il 
flame i I Vi'. {.. Helds crash lauds his plane in llie 

nuddle oi a hcMel dining remm m ifie mythical counrrv nl 
VTLkpInHi AtEempEPiig to discover where he is, he tirsE asks 
a vnung blonde Wnnuil. who waggles hvr lingrrs ai him 
and talk ’W^shino!' | : iekb rrvpniids tnihususrkally. Si ill, 
however, in ignorance, hr asks [he hmel receptionist, 
plasL-d h\ J f.Lukhn Panghorn. Pangborn lihe Si e pan 
i'en hit sit ga.y culliire) also replies ' Vt- ticihoo.' f icldv I who 
is wearing a carnation in h i v la|X'll gives him a husk, and 
growls ui his inimnaSde «ac. 'Dun 1 let the posy IihpI you. 1 
IrniTE die vicwjMfiit of ^hpImilj! correc I Hess, ffeEiw shiHikl S 
react to ihis mnfflrm: Prounuhly with t^ge ami tlisgusi, 
acH, n m pan led by a ileniami iliai ihc lilm no longer be 
\hipscis: n lIi h i s not cnffeFnrm to w3i.ie are called, ‘cnntL , ui[>.i- 
rarv standards' ot awareness ami enlighten merit: it rein- 
lorees a gay slerenlype; u ex phut s gay Hess ,ls a suhjeO tof 
hum our and ridicule. I find I he moment hilarious, ^Hrf^ 
lujn sfie lugfi }hsiiie h i| a irequentb very hinny hide movie. 
I'arllv ill is Illapprifepfiate react Eh m is due m ihe piraenre nl 
tfie cnid root at inn h pI fwip lughh skilled ami i m. mi grunted y 
niisiH.LU, hed comedians m the characteriiations rhev per- 
les. U'lI Emin long practice. J he huniiuir lie> partly ui tfie 
ntPtinri iliat anyone, even E ranklin d.ingfc^un ai lus twuti- 
esi, wtHikl pereeive VC P . i . hiekb as a vex object, and in 
hcEih' tdiocs'inratic devcftpiion n# a single tat nation as a 


posy. sLbch as is carried hv briciomauls nr procnid by a 
lipver to Ells tx-hivexi- Jlherr is also the chuck nl so iqn-n a 
]nke a hour homosrxualfet v. an shpenness ih.iE would 
Ihv i pn it inqxkssible- a veir Uier ssben the Motion Ihciure 
t.\>de began tti be si riel ly erlhuLed and all rei etc tiers io 
homosexuality Kxamc lal>HHs Hue my pleasure, As a gay 
man. is made possible bv my knowledge that this mumem 
IxloEigs to die fijsii I am run ihrcatCIKxl hy [be CEereniype 
I \i n gin ie n cnibnliftl, hevauce [ know it in he tdacnLele. like 
rhjE t-inhoilied he Stepan E cirhit. Were ibe Him remade 
fijtiai r 1 perhaps vs uh I ddie Sturpliv m E hie E ields iok-l I 
^OLild prt>bably IlihI die vccrle olleiHFse. brcauie people 
can now reasonably be exf*\lcd In be nlEifc aware Eit fhe 
inipiicauons: it would iiievirably carry overtones Ed delib- 
erate malice. It is i he complete absence oi malice, the 
essenital innocence ami gmid luimmi.r. nE the original, thai 
|H-imirs one in he charmed. Was u sex tally harnituE in 
1 M 1 ) S . remfi>rcJng con vent ionat attitudes Us gavs? I 
supptxw* m>, if one really wants Its make a pc uni ol it, Hut 
as that ic wmiellung we ljei'i pEtssihly Jih anything About 
iihpw, the quest km seems acadrFfelk. 

Aiinihef cxaruplr, vim>ewhAE diflrrrru but no levs rel- 
evAIII; I an» an Igmmic. And I ant opposed to alL orga- 
nilfj rehgiHpns, which (especially when they fuse with 
snme form nl milium rulkinalism) arc mponsihle lot sjp 
much nl the needless misery ami suRmrig ill the world. 
Yet it has never occurred to me that E should therefore 
renounce the music nt Hath, or boycott performance* of 
the H minor Mass, a work I listen io wiih awe and Lleligh* 
at least eijvcc a year- Fho is ohvkmsly about as pnOi tic ally 
irvorretl AS you can get. On the other band, 1 cannol \n\ 
if ihe high is followed through rigorously, what works 
I mm t he past we would lx* able to prevers e. Should we 
not destroy Leonardo's Lj^fTP? t?f f/v Ixslaum' Mary is 

painted as hurtipcan and c leaf h d*tcs ifespt % oiitEiim ti> our 
contemporary ruuionv of radical Irminiwn? fine id the 
cEuisequencev. when A COHCcp like pscdiiical correct nevs 
hardens mto JitgoiA, is thai all sense of ihe complexity ol 
kvucs has to be suppressed. 

A irw* decades ago ] uwd to read i tlflf HLiiJr fAr? 
to niv chitdfen: it wav one id the luxxks they requested 
tin ici irLLjiiemh. We tbmighl I he names ibe author gave 
her iharat ierv preEly villy ThEi ipple is really called Black 
[umbo and Black Mu mho), hui l explained thai the kupk 
ss'jc written a Imig time Apn when pink people ihougbi it 
wav amoving to give brown jx-HpplE- funny turues, a concept 
which a reasonable imelligem three- sear-old has no J i Ef i - 
cubs ui avsinnlai Jug. I wac delighted at the ease with 
which me kide were able to identify witfi the pridileltfes. 
sorrows and triumphs of ail hi tell igcftl . resilient .fenil 
resourceful hero who happened ro be bl.uk/ '["here was 
no quevtioti td cEUidescensiorfe caf distance* a> I reread ibe 
familiar story, ihev were E.irrlr Blaek Sambo. Ilte Ucok ol 
course is uhp [migi-r obtainable. 

Vtmtifss fi nd i In- 

If wc Live the past, wc lose che future 
Will um I \ Mac < d I liv ray 

As currently prACtfesed. political correctness seems 
inrimately eonneLietl with nownecc: the ciall ol the prr 
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M-m, the sense that. if wc ckm i imw Vimu nvryih ii)^ , ur 
,lc least know belter . arid t.in dicrclorc dispense wuh [he 
pasr, winch w as populated exclusively by .ill thou untnmj- 
nare benighted whodidu i- 'ft hai should maiter to 

us w n 4 1 c wh^E we ill ink of Leonardo da Vinci. 
Shakespeare. Beethoven i ji wl- re I rule enlightened *i’ 
l|e i i l i c h in Ik. of i hem ai . l L I r . hut the Liu '4 video Jmw uj 
specimen of prHonrunic .iri . she latest documentary mi 
li llj c h ini l' rn pi *f .i i v p rei x t u pa turns Si in daily. I lu - t ,l*. r 
rrujodtv of out trillo set'll i obsessed wmIi the laiesi hap 
pc rungs, i lie Ijicsi (lieoriev, the I j test isms. presumably 
mi the assumption [lut the fatc-vi must k the best. the 
I rues i Irspetiilly if it flalfcr* iln-mk ilu-v subscribe. in 
oilier wuiih to vine most native not ion of 'progress We 
should, of course, all strive In lie aware of our environ - 
ment, ourcultur.il moment, .uid fx ready [imunmu ouf- 
sdves to aiiylhmg wc Imd lhai appears cnmineiugh io 
point forward Eo .k richer cLlllUFc and -i more just uxiciy. 
tl IS certainly true chdl in certain rrspt-us we hive reached 
art JWJirDos denied to pres lout general nuh. which is 
w h.ii makes ton temporary life mi cxciling and permits us 
wh.u In de hope t\ hJH p^ihle: we know abnil Icm ini -. mi. 
ami- racism, gay rights, vie.. All this v\ Nile, mi long as ii l\ 
accompanied by ,i sense of pni|HKlion, perspective, da* 
tjnee, lhClljI judgement. and 4 wnw id and respect tor 
the pjsi f rojii w histl ourcLirreni aw j renew derives. 

I ike everyone else who either was horn or chumcs lo 
live in the Wol. J ami heir to jn extremely rich and coin 
pit*, and l nntinuoudi evolving. cultural Enid it ion. j iradl 
tji pti enriched and modified by Ms encounters «uh nilur 
traditions, j tradition that 4_u.il embrace cotiEradiclions, 
eo ntai ii ing everything imrii I I ildcg.i id ton liingi.ii eo 
C owboy Junkies, or I rum Hmi i ftf a Winutt to /fro- w l/v 
MW. I'll like many of rny tnfUeniptsrjries I ted enrkhed 
by mv itllltfklJiHe. Jnd wain neither (mi ignore it nr sweep 
IE aside eitrurmptuoush . I I'less otil of M. .nid K. -H r C v it .ill 
[he lime w ii hi n tile. It mifiures me even .is I led I he need 
[ip Ik- e ritual oi it, tci ni.tke dKseriniifkillioiis. [o [jkc my 
neecisa«y ilisunee 3 or me, [fie rno\t iiii|Kprtjm work thji 
needs lo he done Lttd.iv is m ri's|.Kiji\r.- up die Lpn-sEtnn of 
how we rel.n e lo [he paM: Isow jfier feminism, alter 
arm rje i>iu. jflrt [fie imerrogjtioii of gentler atid sesiulitv 
hen* do we listen m Xlo/an jiuJ M.t filer, look Jl 
I eotMido jnd Remhrandi, w. Ltt.fi I tird .nul E Jpluds? |o 
me tfiE-M- figures jre huth historical -ind torilernpoMrs : 
t h e V t J n b e 1 1 rule- rs 1 4 hhI tint y wil hill 1 1 re i r fu s i n t u j I 
moniem. I>lii they ^ontiriue lo spv.ik Lo me mday. as no 
im j mates, I can nut imagine wfui hie Would Ik- wii Nolle 
them: de^K't.Meh im(itvc‘c-rishnk eertaink . 3 o sjKxilv one 
ev.iiuple: f mi fi**t faiif is ohs iouslv rn ni.tiie res^sls noi. 
hv out iLlficni standards, 'politiejity eorrekl, UliI it llrete 
rs ^ inure warm fnng. siiggesme. i.omplex jiu! proviKaltvc 
exaininatkin of vexnal politics in a in inmeiU|KPvary jei 
form I am. not aware of it. 

Whai will fx- felt il the domuiame ni ibis union epI 
ptdiliiLjl tonecEuess and nuwneu continue ui iis logical 
LOiivlusicm^ ProLiinahh rmi Sung [hat was produced more 
thal a decade h pi so ago, and even tfui will become jxfchli 
tally LHCiirreu in us mjfii and have lo he .ikindmied ''/wir 
H"*ti rod ai . Hit \Li£it Hitlt loulutTiiw . the cnmpleic 
works ui John (Ford die day aller. |ellra>tled as no riinpre 
than oh iev | in liable reminders n| p,|s[ emirs Ik-si forgotten. 


RiU why niifi i here at the uhviiHiV t jn .my ssnprk epL tlu- 
pjsi measure Lip to out current enflgfi tell merit? V\ fiai 
sinKks me most is lliaE few seem ol|eEldcH,j Ip sin h a 
pospeU: maos willan\wei my ipiotum wuh an indifler 
cut shrug and Vo whai; \K sense of appalling k*ss, ol 
tot.rlh irres|Hi<nsihle and inetmipreiiending waste, seems chp 
Ih- shared fw ipiiU an embattled II^ lieyortd the cipnfilKs of 
.nademia. 

And wl van rio longer htok m aeademU wiih nuiLh 
hope. Kir iilirst of [hose academies wild sei]I prstfess to 
tare jIkiuE the pa si. alt pjssum was sfxni long agix and 
I flev leach II because their careers depend upon n. 
Olhetwise, pofitisal t orrei. c ness and nowiiew reign 
supreme Since 1 retired 1 have kepi an eye on what has 
been happening w ithin the hide mini depaument of I ilni 
Vtueiies [ developed over Id Seen years B here has been an 
ai tempi by tin suctes^it 1 Mailed, apparendt. hui lor how 
long? i to do awji with [fie course on IJoiai WLHKl [ evtah- 
hvbed as nine of the curriculum's major pdlars, and replace 
it wiih a Ms-ijia Sllidies course in which (he works ol 
Kird* Hitthi-iKk, land, elt., will Ih 1 ptrseliEcd lph the same 
h-Vi-3 as subway adserl ise merits a ricE l V si [Conn, as so 
much ideological fodder lot dec oil s| r net to pi, A ml the 
jKiscings lot applkalmtls lor all [filching ^Kisis now Larn 
(he Mipulatiorl (not yet Rt-spiired/ it is irue, hut 
' I befell ed * [hat appliiants hit all film l nurses (including, 
hit example, a voutw, 4 on Xienre >iudy ) shall fie aide to 
d e Itlo tl s [ f a S e e X ps _ ft i se in fc n s>n E u n ic e n I r te ' s t ud iev 
r Moil ] LLrotenirK does not. a p patent I h, include ibc 
I'niteil StatesJ Ms succesMir s lales[ achkvcmeill lias 
Ikkti io arouse fier class to a Veritable orgs hpE misplaced 
one rage : an article Hi the Modem pajXT. signed Kinds hy 
her stuelents and llcrcdf. ds'HipuiK ing >/wie H*mi as rat act 
propaganda wiihiuii [he sliglm-si ri-garel lor sikial context 
£ i r wviat hision; 1 do not know whether l o assume lliaE 
the suidc-nis were of were not Earn i liar ssnli Shtu: H*htt flhe 
inui l. die thins, i he stage show I: to assume tfi.il they w-efe 
w h iLild K‘ to LiisLill their irileUigeUce. U> assume the> were 
jum would he io t|uesllotl I hell honest \ I fie article ends 
wuh the* lotlow irtg: . die government of die day must 
lake full responsibility rn proECci Lis L a t i ic-n s Emm rauM 
aggression Hie Sfniw Ikiai " i\ strengthening die ideolo- 
gy ui racism It ruusi 3 k- stopped;. It never sxcurted to 
rile thai [ was relimpi is fling my post to a person who 
would adviKate gcnemrnenl ten mu ship of the Af<s Slit- 
eenainLt deserves credil K ►r earning (.Kilunal t ■ ►FFes I atess 
to iis logit al toiiclusiorl. thoiLgh the aseompanying aniLle. 
in its hvsieru arid u rationality, evtikes not vo much ihe 
wiith hntu asihc !y iish iiKih. 

As to [lie past arid its products, die e|kiestion. as l see 
it. as not so mush what to keep and sdi.u m discard fwc 
l ui 1 st keep eve ry thing I. but how to use it. I fie moment 
thai a work of art iir a tLillur.il atlifau (dim lung from a 
lleeihoven ipaarEe r t to a beet coni f Here mU is pr^KllKeJ and 
made puldic it otlcls Use If up (or Lise, and die use we make 
id il is up to us, We should never Ik- intimidated hv art. 
even tfle gteaEest an. We arc- iioi IxiLuid by some law to 
accept anyth uig at face value, as us makers intended; wc 
arc- at liberty to use ii in ways direcdv culinary to the dis- 
cern ibly intern ions lake, as an cllfclIU cJse. 1 eni 
Rklensiahl s I numpfr trf tfw It r // E eannoi ihink of a film 
[ foal he more, hul n cecjiis to me id great value of 
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great usability . Noi at all Im i he reason ui Feted hs liberal 
critics ih.it. alibnugh m is idcolo^piiv oh]^:tinnjhle t it 
is al\o 'great an. I In i he contrary. its art and its politics 
Fit > 4 i ixrtfttlv js iii lie imi'pjrjhkv li dciivmvtnEcd ih,M 
when vi m divorce the moniEj^r trill niqiirs dcvclihfxd by 
l:ivnwm ami V'mm I Emu the it i^Mrucrivhi/ilulaTiul 
have. -ill you an* left with w a kim! i*l ^ndiffir painting- 
hv- numbers ■ E he- liliii, ainr j]I, is j model oE |~n nl L e kl al uu- 
rniin^, given its lime and p]j%.e), aeo helically boring and 
i-enpiv. .1 n<L is dist asteful as die speeches U records. I bn we 
l iLii Ll'jt n mure ahocil Nazism ils ssx ial arid 
tjJ l*asLs. i tv jeiihtiiiv. Us rncslunbmv Us hideous jhi^cF 

In Sill / rtuntfjf nf tf*r U/W ill HI W'C Cift IFhuI1 Nifhf *t*ui 

U film I admire, while regressing its refusal ol analy- 
sis!, I cachets wins wish their students nut merely in 
lirpliirr Nazism hut til unJi nund ii have indispensable 
reaching material here, especially it the film is used in con- 
I li 1 1 l 1 1 1 'ii with Stuart Marshall '■■ line land thoroughly ana- 
lyiicalj doc ii merit an Hie hell Mail I provides an 

example n| (he pinch lie ga L i s c value nj a ml rural prodklsf 
All she wmhs |; pmphisc eh h diwuvs hi re sceni n* me m p*w- 
ws\ m m eery varying drgrce%. positive value, though n\ 
them Hiiily Htiilii tse claimed io conform In our 

IKMinmt ill |Xpiuical correctness. 

My work jv a film tnlk and leather lias heetl stun 
tiLred by two guiding principle*. which nunv Sevfll eh* Imd 
nicotlipaiihlt bul m our I hey are iLimplenicnian: neither 
Wisidd he valid wiihsmt ihe other. I. To do everything, 
rh.ti [ l,ui. wiihin my livid ol expertise, to promote radical 
social and pid it teal change- - l o re-examine and remier- 
prei. Imm a strongly positive vewpiint, the works ol the 
paM. in order to determine what ni mu mltur.il t radii ion 
remains vital and tan mriiiiiuc ro In- used progressively. 
As | have said elsewhere, dills a I discrimination is nut 
* rude matter nj separating urn 4 small pantheon nil 
ini mortail niasrerpwcc* anil dismissing ihe resi. I ssem ijIIv 
exploratory and always lemaiive, it is frraumtlv 4 matter 
ol making subtle dos rimiliaEitm* within works: diMiru 
tions between what 0 creative. via jI ami progressive. and 
whai is inert and ‘ curt venl ituiaf in the kid settle-, the mere 
detritus ol the culture I shall Irxus se rurally tin the pie 
wTuaiHui nj the figure and him 1 ion of the brown fenuk 
servant hl KhpLif classical Hollywood films. prefacing this 
wnh 4 discussion ol Shaw tttwi Ithe novel and the iwo 
available film versions!, ami elnse with some remarks on 
.UdtWrffn. I hase explained thai I .1111 writing from the 
position, not of a hfoWfl persiH]. hi 1 L of a pnlk arm tat 1st 
I hefe ate import ail E dllleteMto between I hew fHisi rnuis. 
wbii.il need briefly to lie v^Hrlt nut. 

It well is likely irlmugh by no means ernain) dut a 
brown l ririi w ill he prinurih land umkrsiaiidabh l con- 
cerned with the ini4ges ol brnw ns available m tiie cinema, 
with a view to demanding and promoting positive itmgev 
( paralleli ng ihe valuable work ol the late, and voTcU 
missed Vito Klism^ in ga^ - suit Lite?. 1 Ins is tuH my primary 
Loiisetn lierc. aiiv inotr i ban a sofm^inding deniami tor 
1 ‘HPsitive images tif gays and lesbians has sirkictLircd my 
mber airieaE writings. My priman HHkirn is with strus - 
t li ns : ihe smtuurts ol ihe culture, thai give rise to ihe 
si toggles and conlliets within it; the structures ol films 


that, on the level of ideology, reflect iIiom,’ struggles and 
ct>nlliLis. stimetimes const ructively. somel lines proves 
sivdy. I no lunger see ruin h profit in smglukg oUI. ptiva 
leging. olkr 4 rca o| situggk over allot hef. hush privileging 
tends i li separate rather ihan unity, 10 insist upon dilter 
emes rather than common ends, and I liclnn l that the 
onh ho|u our visih/ation has Lett [at limes M seems a 
rminte one I as m ihe timikalion ol all the existing uuup» 
nenis into a united I efk: the workers, the poor, the 11 Mem 
ployed . tl»e hutiielnv kin in isis; taual mimiriiirs; gays a,iul 
lesbians; erwinmmr rual in v Thr comnum enemies iliai 
sliould unite all these groups remain w-hai they have 
alwacs hem. pa triarshs and capita I ism. In other words. 
sosiiieELL alter Jiions (whii.li each group, taken separateb . 
seems to want) — givx.- a little here to lem mists, a little 
here to browns and other non pinks, a little here To gays 
ami les loans, reduce a minimal amount Eil pollution to 
padlv the environ mcncalots afe run in the long run 

piling to cave Uc, Ie is prct ively what it looks like: pacifi- 
catkin, Wt- have n* fight to l change everyrliing. now /a ml 
that battle tan tinly l>e won by a uni tied I eh ready to 
strike at the very rturts of I be capilalist/palnarslial system 
It is simply too lale Hi do anstlimg bill accept out dilfet 
ences arid grasp 1 hail . allhoLigh real enough, they are msial 
in relation tH» what o at ^take, 

Slum ItnJII 

I he 111 miL Li Lite provix.it ion hu beginning with S/mr*' 
Htf.it will be lost cm most non-( jnadian leaders, so a brief 
account is in order. I hit fitrKiUs/lkoEohocb^inlflTUikks IhkuI 
impresario, i iarth l>rabiriskii [whom I hope I shall mu Itc 
inietpreicd as. tdebratuipl 1 . has. announced a new rrvoal ol 
/M In launch a new thraire, .li m t the pni|XrvaL has 
Ixtti slk. ilefottsh attacked sin the grounds oE ihe musical's 
jxihiiL jI 1 in orrectnesi. the attack including a demand hu 
die show s •. .uk l-Liumu ] shall pass over, wiluki biieHy res 
ogni/itig. the irons' oJ this: that ihe plot invokes the 
threat ol bigots 1 o suppress the show within It on the 
grLuirids that its tasf indndo pefsiin^ ol negro blood 1 
a in not tomirfisrd here with the question id isfcseTher, in 
the present climate nil tasial n nsiorw. SJW tto.u shoukl or 
\houhi not Ik- sEaged in Tneouio. I can personally see no 
good reason whs it should (sue eio gntxJ reasiui whs n 
should n 1 W hat dex^s «.• nn cm me is die opprobrium that 
has been heapcil upon die work, m all its tiianilcsiailEirks 
(novel, stage shnw. nsoviel. It gixw withmi saying, t liEijX'- 
dial an approach lli.il si arts From a scUw of ww iaE hisinn 
■1 ll 3 c 1 (here and elsewherel take 111 m count iwo Ii 1 -a ■■ r k .tl 
jx-rimb: ih.it in whiih the work is set and thai in which 11 
was nude. 

1 * I hr \iM id 

Ii is customary today in Toronto lor I'dna ferber's 
novel E+s lie described by pink liberals as 'tradi and by 
htowii miliums as hate literature.' It is a question how 
many ol those who denounce ii (pink or brown? base 
auiijJly read, it: one ol the convenient characteristics n| 
'political ermednesv is that n is unnecessan- todiny vmir 
sell by reading or viewing the w^rks you CiHuleMm they 
are knnwn to lx nbiectMUlahle lit is instriittlVe that nx^c 
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( hrivliaii } Lkn Jj nitiU.iliMJv seem lo \h4rt ihe \a me 
1 1 Mini (hi 1 FI Hr a sptandkl lx>ok. ch ■ which 
neilher ralaut film version has tli 1 nr justice* boih deri ving 
I r li mi slit imrrmcdiare mj||c version. Musk pi aw 0.11 
impiirMliE rule in the novel, hut if. I ran sEm mat mil mto 4 
musiul hkjj^ had severe toiiHi]LiclK^. I lie wofm of tki-M- 
is perhaps thal .1 'musical demands 4 leading romantic 
tenor and a traditional formal kill eiI ills- hr Em isesiial <.oll 
pie' hip}iv ending; tuiylord Rjvenal is indulged in the 
him’, m 4 Ljiiiic at odds wuh i trkr s Imnh c ritual 

' placing' nl ilit character. Ic is mil re.tLh paradoxical thal 

I c riber \ t r^vlorJ is easier to Find nunmialh sSIfipfllhcEK. 
however 11 npliuunt: wt surely reject the 1 1 1 ill s ItwiuiinEi 
to Eirid him irresistible solely Ix-causc he ^an si ng I iLc* Allan 
{ones Hkr Elowjrd Kiel I "he mwel s powerful feminist 
thrust evaporated in the films. where die message of A an 'l 
help loving 1 Il.ie iujii id mint supercedi-s the novel's 
abrupt ejection of Idylorii from ihe narrative 1 Mie never 
saw him again ') in hvour ot having Magffeulb. null less 
and none the worse lor 1 e . inherit I he 4mw Ixpji l si nr ■ rt 
she 'happy family,' .uk 4 . ihe harmonious multi-racial 
community? tn>ni her powerful mother, ami go it .do tie. 

I he hook is riol jhnH race: I he brow n character* 
plav a very ilmmi 1 Though 111 one rc s|H\ t crucial) role, as 
link- nude shan figures rn die social hjdtpqund. Ill is 
appears 10 Lx 1 one ol ilic nla.iii cLirtenl objections eh ► thv 
in rid: 1 ha 1 Inina lerher, a bourgeois pink woman writing 
primarily Tor women 0+ her davs 4 Fid race ill I lie IV-lh, 
ought lo have wrillcii .1 L*n>k dngfcniimkdly comm hied 
to hmwti militancy and p^lirkal correviness in rhe 1 ^X 1 *. 
i If kOtlhe. iL W Link! he woiiderTi.il il she had done so. 
WouldlU I he last ihjE ibis wa.% totally ini|hMiblr liter- 
alh nmhmhahk In- ukeii mm account' 

I he mivd s siaEias as 'hate Literature can Ik lanh tep 
resented hy ihe following: 

Mrs. Hawks, binding MIEhh the show- boat kin. hen 
with her unerring gill lor wen ting ail 4 (UHisphere ut 
mellow enjoyment. ansi di so pa ling it, would Eiml 
Magimki pen, Till! ms a lIijii. k-ch elbows on the uhlc. 
her paints propping her l liiji .is she regarded Wtlh 
nmnd-CYfd lass inj [ion (.1 weenie's mag is lira n i[i Lila 
eh hiii. Of perhaps fo, [he l harming ami dull less, 
would lx- singing tor her one *4 the Negro plan cat km 
songs, wist I ul wilh longing and pain: fhc folk song* uE 
.I wronged rjic. later [income mm a hlaie nl jxvpulariiy 
as spirituals. 

II dial were WIFE ten Today about contempnran hmwu 
persnio. ihiir mighE wl -13 wish 10 protest against the 
klemeaiting sarreoEypcs audl ihe wav die Immri charactets' 
sen' ijI piisitiou 1 s e a ken Tor granted. In I lie mfiWM o-T 
sin lal history’ I tannot see lliat il even desencs du r trui 
cism: wh.n social positions w etc available 10 rn. en 1 1 v 
enuiilcipjletJ slaves ill die lleJF afieini.uh hi! ihe C ! i vi( ^'.u. 
and wTh.il tk'gFes- nl awareru'vs ol and entpathv tor tuown 
Ins rot S' Iiiighr one reaumably especi Trom a fio polar 1 hh,|[ 
geihi^ pink noselisi in ihe L'l 2 lK? H wc bhcl tfus hate In 
eraiure'. what lernt have we lelt ta dcscrilx 1 the speeches h it 
Hitler, white supremacist pamphlcls, or the lamaris 
nioLidiings ni die Klatir 

I hough no more |iolilKally c'orrtu in rcbiroii 10 kmi- 

II ism I lian to racial fM>litlcs, ihe novel drwn.es an ho it- 
Hiurahlr place m she hirraiure ol the women's movcmenl 


set < rn k’dx r s Lin n words, in a period w hen 'the mtxl • 
erri biisitlrss woman had nor yet lH-gi.ui her almost uhiver 
sal Tsalde agailhi die mate in her own Held'. I An v doubl 
lhat this lI.miii i\ j no died would Lx disjx'lled tw a reading 
nl { liapiEer XV T. her her s the me is. die evi>luiioii npT 
Magnolia s LonscHiustitss a lid eTu - heredity oT women ^ 
strength passed down dlfmlgh ihr novel s ihree genera 
lions It.wial issues, and die hmwi! characters, are sulxu 
d mated ns. I>nl .dsci integral ed in, rlus theme, (idle s role 
iv lat smaller in (he txKik than m r I is.: two lUni vervi^uis. 
dir s'v present less in her ow n righl (Tiaiis hit llei irdhieocC 
iKi Magnolia hui L erlx r r s ireJIlllrllE h>I (Tic nuvi.H.’ge na- 
tion subplot seems to me cUrtllplltv : she espre sst-s. and 
we are led to Icrl. t\*H tile sLightrsf shikk ai die revelation 
ot [lilie s negro T’IlkhL and tin- taci dui her mother was 
hr mss ei, the conventional horrilied reaction is pial into 

the m-mch uT ihe s Ludlow, trivial I Hi. ihe hook s only 
vonipleleKv iJEisvmpjiheELL temaJe character, tulic’s depat 
wre, given us through the eyes ol Magnolia (wlm in du- 
riovel is ve i 1 1 a dtild at lliis stage?, is Etix-nv helming, mlnn 
naiing in die larcwdl embrace alter Magrmlu strikes and 
breaks awav Irotn her repressive mother jrtd rushes alter 
the woman she lias grown 10 Iovcl 

And whin Ti11.dk they tame tngelher. die woman 
iJrnp|VH.I on Tier knees in tilt dust of the ncid and galh 
ert-tl die weeping Juki to her ami held her Jhiw. ™ 
iIi.le as you saw them sharply midiFicd agalfisi ihe sun- 
set the hlatk oE die wifllan s dress and ihs- white H»l dn- 
child's iNxk were as euic, 

I late hirraiure? 

MdlHtiigh i hey remain niinivr figure's, it is die mdu 
etnc *4 rTu- hrtusn characters that plavs the dcmsivt- 
rule in Magnolia s destine in the novel s climactic 
scene- 1 inariL ullv ruined .uni then ahandiriled by dir 
TeckTcvs ti.ivlord. Magmdia dofHrjuk tries 1 si get 
work as a singer, lief only Ealelll. 1 st-rydnng depeotis 
ujxtn licr audition: 

^Tie removed lH~r fiat ami veil- A sallow’ big-eyed 
young woman. Imp thill, ill a well-made suit and a 
modish rather crumpled shinwaivt and muTiing ol the 
IhmpL of die stage aLmui her. ''Tie tlitinilxtl tile Ittsmi- 
im-ni again. ''Tie rememWred Munelhiiig dlllllv. dimly. 
Tax, far Liav.k: Jar hack and vet very EvccMT: ihis morn 
iug. “don't smile eihi otieii. Hill lT voli ever warn any 
thing... | Julie v Tirsi w-Eurds ni her, as .1 child]. 

She smiled. I Tic dim voting man did not ap^xar 
overwhelmed, 'die rhrt-w h.nL her head then as ]o fud 
tJUghl her, halt l loced her eves, tap^xd lime with die 
riglu Eoor, smartly. Imilalive m ifiis, she managed, 
too. to get into her vtike diat msIe and husks Negni 
quality which Tor veats sTie had heard on rm-r Lxiats. 
bayous, landings... 

Slic gels die gih. 

i Inc is aware nxiiv nJ the gos-uhle nhiecliim& to diat: 
that the Iithpwji charaeiers are in the book not m dieir hh^ii 
right but rnerelv to Ltmiribulc Is? the dc-vdopitlellE o| die 
pink heroine; thai they arc slereotvgxd In Ix'lllg Fekued to 
cc-rtaui tvjxx ol music and performance 1 , dial the jia%s.igc- 
exeuipliTles die pmk tact X appropriaiiEin epT brown cutiure. 
I here seems [hs me snme ci>Flhl«imi here. I hough I once 
knew a hroWil tillivc-rsny pnalesssn who regarded |.ljj as 
degrading, emLic living everyihing he was trvirig She esca|X’. 
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1 tdinnot W I kvi tli .il most brown person* would wish tit 
raioiina' then pa si and i S ^ great cultural ,K htevvmenT*. 
Ur. rl ilu' objection is to rhe j|i-prLi|>r u-n hmi . 1 * h really mi 

Uffllsk- that a IHMlher 111 junk llUIxlLUrix Were ihiilkd hv 
|j // and hlu^n and wished cm idem Ml themselves. Ill j|| 
humility, with hmwn ^ 1 1 1 e litil 1 ? Miauld I. mi turn, object In 
i lif appropriation of pink t Lilt me by browns;? ■ In I Ilf tasl 
i li .i e Robeson played 1 Idle I he dial Marian Aridcrson *allg 
Vhiilx-rl. nr that her nephew kiinn dr IhleM luv bcuimr 
|vt(ijjn i hr greatest living interpreter of the MuwEjkovith 
%\ m phi mitx? It wtui wr warn is j trne multi-racial loih- 
ttlllftirv, sIiimlIJ svl- i i h p[ hi- prcpjmJ m share eve nth nip! 1 

>. Mir l ilitl. 

S/p f*u' Hmti i lie muMul rv xcrioudy flawed. but |.uun 
Whale * 1 l 3 Ws vt-psiim U^nhivcd and confusing a% its mixed 
message* nniv[ smke ud offer* hhik potentially I mil lul 
Mt^rinih j> in whai might mil be dime with it. I he 
gro Linds lor i be objections of those wanting penally? 
imjpe< nr role-modelx ud brown jx-opte arc drJt enough. 
bin valid vinly wilh quite stfrfiLinuv qLuliiie.il i*m J hr 
itij in brown xhar.Lxler* h* I Raul Ktihoottl ,md Qlieerue 
j Hattie Me I J J tl iel 3 correspond m outline to familiar 
Mcmsivpn il 11* - 'la/y nigger. thr vlr^pid female setviml; 
the pink heroine wjih her jrcheis’pally “white' lutiie 
Dimnc) admails performs in grotesque 
nigger minstrel blackface m whai I 'iiip|xwc iv today the' 
film \ must embarrassing scene bd w hie li mote liter h the 
’mulatto f Lit i e I Helen Morgan) end* up alt abandoned 
alcoholic m^ily sacrificing hefxelf hit the 'pule heroine 
helu re convent inrialU disappearing tmni r he nar racier 
without itace *tf vinniiunr, 

Shp |hi the vl reminds qiulificaiinnv While wis ,i diicv- 
itir vs j t b even" reason to be sensitive lo the realities ul 
oppression: bo refusal lo conceal fns p.iv identity cost him 
his career and perhaps bis I lie. iltn work is in ufgelll Need 
ol rcvalua t ion In no ibis viewpoint. tlwNlgh uniorrundlch 
key movies are toM or limeevsihW J . Siw Hir*u * Ian 1 mg- 
per' ol the 1 'itm bill iv paralleled sleaHy enough with ihe far 
Nlorr reprehen vihlr Ij/s j^ink 'hero oE ibe ve l u iuL 

^ p is Evicd^Allin fotio. the- Ifresjionsible gambler ssho fills 
es-eJi Tti tse hpii hi ml Un c h l- btnh oi Ins tliii^hfer ami Ins 
wife's nejr death. E fte contract o vueeiiietly nuahhvhed 111 
thai s-ers sequeiiee: lire ’lajfv |t> iPOUtllly vptinpv into 
.LLiinii iJitl risks [lo Idr Iti telell ^pavliml InHU hfcv pleiMiro 
Jiirinp a Itusinth vnmn. I lu re |v motv ch h Ih- slid afxuit 
the hniwn vtrreoiy|X-v ibut dl the eharieter% ire s teres h 
Cs|x'v, oifrly in Jucpril convention of the melodrama 3 . 
|ms U/ inrs* ■ no i presented as .lei in rule racial th.irj^lerk 
tk - iv it is iLk.oni|>.inifd hy .in immense energy when (bis 
l\ Lillid lor I iiul tjueenie s inJustritiusiiesh ire vijmilk.lllE 
in reLitron to eaih filllet. fsi v wihrk. ill the nun v v^nprlil , 
is (lie ipmirnittmuv alitfuitd Ubmir hi! a near-skivt. Ubu- 
iniphf draw an obvious parallel with ih.n other popular 
siemnsjV tit laviUt-Ws (he Eiritish Lhourer, tominunly 
tllJOvUTi/d J'v Miiui|i attiund lJt its king tups of tea when 
be ought n? he digging lij> roads or building new houses 
f^r i h l- kiLirgeoisLek ll seems a simple ^Eep io illEerpm 
sLieli ’laziness' as i lopnal lofiTi ol lesivl.iiKe Uw*X ttecosjri- 
k >Liknseifiiis). H ihe Ill in if .Lgaiioi tjmtim v emhuo 
asm |oi ilieir work, lluv u tsetauw ihe l.utt-r njXT,LU-d with- 


in rile inUEi-si Eif j tH piii in liiiiis ipI women of whkli she is 
in at l L-pic il niemher. Ris ing lur lalxnir direcl meaning fvu 
hi-rvrll a* ssell a% Sor fier employers. Such a reading ^f Jo's 
laziness is not merelv impliul in the nutefial li is m.ide 
ejuite ex plic il m ihe sitittlUNg wqiltTKe I hit On mu- who 
li.iv seen (he film tan ever forgeo tttiheson s singing of 
i)\' Man Hiser I v ureh among the greai American songs) 
illd i lu k i nm paus ing niipruage vsidi whith \X hale visual- 
ized ibe words. Rolsfson s preseiite £phs"skilh .irrvl iiknj] 
Is s.hirisnutitl is erutul. and repcatedlh lvj>Nie1lrlie-s w«ird 
lessh ’ used as a mmiiienijn- etTI vehmI illfUMUe: in h\% 
^how Isu.il eo%t Lime khnie up .o a mpfe nf glufiflstl tlvher P i™ 
lend kjl uJoiir’f. he has only I b ► sMlld ^ 4 silent witness 
ei| evettls and [xtvpih Ih- tan neither Luntnd nor alleet, to 
%^vak fih pfe ehHjuenili than words. Et is also this presence 
I hat lends viufi tv>rce .lihL |xngnartse to bis farewell to fube. 
die- woman cut olf hv her birlli from knfi the pink World 
and bn. E bis avpvt of the film has no equ i Salem in elEbef 
the novel or die lalet him version : i>tK nuivi aictihtue it io 
^ hale, .luvi to fils treatise col Eahnrai ion with Ripbt'SHPn, 
iTiswt of die eflecis In-uig aifiievtil ihrtiugjb ihe mke-en- 
v. enCr 

Il is the project of the film's first m-uvenienl (prior to 
ihe vaiisimphe t^l lulie's exposure and departure) to vug 
gest ihe possibility, thwarted b\ Ix^fli claw and racial hjg 
otry. ol a yiopiaii rimbi ciiloitaJ commit niry- A* Richard 
t lye r has argued I I NtcfuimiUill .itttl IJnipjj', d/uiw Jib 
H ts ipfien die iLitKiHMi stf mtisiul mimK^rs (enabled pre- 
thflv by the breach with 'realism jnd a El pretense tit 
vrrismiiliHide) to express die utopian desire the Jurai lers 
L a h ih h ( LLlftll to i lid r lives. S^mu f Hunt offers a magiiiliteul 
example. In his promotional speech. 1 a plain Arltb 
< barles VC LuningetJ descriEn's the show |mut tmcijH- a-v 
' i m f log happv firmly : he fi|KJIv die phrase it unit alb 
ailef biv vmibbich .md purifanical wile- Lipbraiik him tor 
allowing dun daughter Magnolia (or N'oEa ■ to h. on sort 
wiili the emenainers: VClu-re I come Jmm no decenl 
tnhk v, mi Id tiMich this show Ixiat rib- rail with a ten - hmt 
jhtpLt bhonly aher dits llhe ill' Man River sequence, 
with its emphatic detiunciain.Ni id pmk vjxiesy v exphiUii 
Ihni ul browns, intervenes) tcntlev '< atM help Itising tfiai 
man Hif mine'. JilEic. in (lie show Ixiar It lie hen. IipcUmfI the 
It it i a I e csimnuiimy . begins it ax N<da\ instigation. 
Qiuvnie mcerx the image In 1 bind J Lilies Iniik i'Hciw come 
s ail knuw tha| \tpng: which unlv 'coloured Ml kv vmgf 

As | Lll u- com nines, a shot I rallies the three women . punk, 
hrnwn, .uul of mixed bliHtd. u ruling die In. Jottllcf' ill the 
background, Lomnletililig with a knowing laugh dial it x 
Ins. I.ivouriie sung (as well ir migbc be perhaps it 
xbmdd Ik th^Hiud for encouraging the sc I f-opp re-suon of 
UiartUvi w-umenlf Ijueemes version dKginning, in retail 
aiion. Ms man ix xhiltk-sx. . S Inflows, and initiates a ccim- 
iii li ii al Lciebratitin. wiih Mula shiidle-dartcing (expressing 
her case in identifying with brown ciilfureb the other three 
singing, miraculouvly pnllesl bs all utf-’wreen chi>rns 
revealed in j sabscqueEll dio E av die brown comrminiiy s>n 
the shore Nn|j i hen leads the slmdle-dance oLpiside on 
^Ictlx. followed (in that order ■ he Ijueenie, bilie and Jo. 
Ihe celebration is b tli talk interrupted by her mol her. 
xpi iktx|H-rxnii lur doss and racial prejudice, .uul the ’good 
comm Lin iiy iristaml y breaks up. 

I he first land successful I half ol the tmivtc culmilUtes 
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ACTION 


Ell i fit' agorrnmg H'flK Lit JulirV fXfwsutic .ls a |ifuduc[ oR 
nitscrgenMlon, Sieve, her husband, cul* lio ill LilTlIK wirh 
h i ^ pocket-knife end suck* her MinhI. mi thal he can ^£'j r 
before uiirtCMd ihji he hu negro NimhI 111 him jImk f<> 
u-Jk tin, silent, horn a gallery alxwr, powerless co inter- 
sene. Nola cijimw her passionate h. Him tn it mem to lulie. 
and | Lilie re I uses her kiss. expressing her socially iihJlMN 
naked sense u| lief iwn c on ram matin mi: .1 sense dearth fVM 
shared l>y I fie Hint.. which unambiguously cndi>F^^ \hiU 
here, ]hi is given ihe Iasi wind ol IjtcwcII, and ihe 
S4~ij| lil'Ik c ends with j, n rane-dlni up i» him. fragments of 
'1)3 ' Mjil River' on the council rack. I he film never r rtuv- 
m I nun thji scene. 

II would Lertamh agree tfut .S/injj 1 ftrwE has j serious 
problem c rippling, in my opinion — which I lie I'J.Vr 
film version {n> lie s'lrdill greatly magnifies; but ihe prob- 
lem has nothing dimiiv m Jo with die i re ai mem of raee- 
1 1 is basically i hit ihe assault m the first h.ilt ■ p|i bigotry 
and Ms l 1 1 1 Lst'Lpii* ns. es is mi stmnf and so disturbing rhai it * 
quite impossible to ruilniM Ili ihe rrljtisely trivial .nut 
banal conjugal problems c K l- pink characters on which 
ihe second half o umired, Helm Morgan’s rendiliotl ul 
'Bill is justly lailUMls as nine of the film's highlights, Inn II 
is an isolated moment, the only scene m tfie second half m 
which Julie appear, and the subsequent arid dhf\l|H explo- 
sion of hrr from the narrative is unforgivable: n is Ikj; tole 
lhaT we H,are about, and lie side it that nil i he wretched 
l .jyhirJ dwindles info insignificance. 0 he L H J*S I remake 
■teems to acknowledge this Ivy casting Ava i raid net .is lulie 
against Kjlfih.ll t.NWn' Nt?lj. at least Helen Morgan 
hid Irene Hu line as counterweight!. Ihe prciblem es mn 
iJr.it the film's treat mem iii face is objectionable but that u 
is powerful ihat ihe filmmakers were quite unable (in 
the CHinitvi of a musical to billow it through (u is vigmfi- 
earn tfui Robcsotl, as well as Sbirgan, striualk disappears 
from the second: half! 3 submit, however, thal ii Sf*v w 
H*\ti is 10 Ik- revived *n remade fodav, there is a draciiL but 
very simple remedy- return to (he original novel. Inn go 
slightly hevHmd it. Jettison l i a v lord Iwhti deserves it) 
instead ut lulie IwIup diwcn'th let tube arid Nola meft 
and reaffirm rhcir cumnmmen t to one jiHubcf: close ihe 
narrative with the celebration ol (heir sister hi hkI. joined 
hv Nobs daughter knit, and ul mufic Qllffflic- 3 his is 
nor merely 'politically correct it is the logical cone hi 
sum of wh.it the first hall of Whale's film seic up. an does 
no violence whatever U* the structure. A brief suite oil 
Noll's 'black lace' number I which I certainly concede es 
iihI.iv JilfkiiLl in watch k Il\ primary I urn turn tin 1 clarion 
tn the earlier shuffle daiueP is sure l v ► reaffirm N^ola s 
readineu tni ideimlv with fitowris And m the 'mg 

gvr minsrrel' show was surelv mu perceived as the tlegrad- 
mg and insulting peHurtiiance we see it as ilhJjv. I he film 
(or lames Mthalc?) was. Itnw-nrs’et. evidently already- iiutjsv 
about llus: in the mkldic nI Ntda's number we gel a mar 
vellous. subversive, disorienting sut to a l>as,k view of file 
segregated brown audience in the upp'T galletv watching, 
silent and nuitinnles?.. .1 pink woman ill black makeup 
cavHirt afctiuu tsn she stage in .1 'jolly negro sung. 


the sirticEural defects of the Whale version hv toiling 
duw n everything that was strong in it. Ihe racial llicmc. 
abhougli n c.i mi >M Ik dinunaied. is reduced ns ,i miui- 
niurri. t jii'i help kit ing ih.it nun of mine ficsorncs 4 
siibi for Ay a < i.irdner to lip-ssiic to N»k; cfiv miYLegena- 
tiLiii scene has hide of t 3 ic irnj.M,sl «l ihe earlier hlnit the 
hrown iharjetcrs ro 3 es are drastisalb' ahritlgcd It Jueenie 
sl arcelv appears, .iml Jo o truiullesl on to sissg 'Ol Man 
River ac a sei-piccc). 3 l dues bring lulie bask lor the Jos 
ing sequences JdHiuhiless Ih-l jllw of I nardner s siar ■sta- 
tus!. fui 1 ! niils in perform the i gin mi mu ms function of 
reiEiiUUlg ihe pink iui-. k\ir fjmiiy. .1 nnnhlc task nl highly 
dubious benefit |o anyone lor which she is riHit even 
as s h prdtd recLign i e ion . I h al 1 lie p I nk 1 iuc lear J amily is here 
represerued by Howard Keel. Kathryn Grayson, and one 
oi ihe most obnoxious hide girls in the history li} child 
actors, me relv underlines eIic sense of e nipt mess. I his 
hl^l Whpu fawi is wUIEktl Irs its Last, not feUiiv thee are 
umbomly inferior fasi^le from the 1 ndc-Sl riicdbk' t.ardncr ■ 
and she is hhm beuer than Helen Morgan - ihey include 
Agnes Moareheadf, hut kune of the characteristic lIumi 
ssek'sc ami insensitivity of tieorge Sidney, who will be 
remembered, as die direc tor wIihp, given (be opptmunily H* 
w'ork wish ImiiIi Nila Has wsuih and Kim Novak in the 
same film Prft bungled it more thoroughly than uOr 
ssould have thought |>nissih 3 e. ] he film's inne ^Ers^k^.- nil 
hr illume- is ehp juitiaptMe lulie' 's departure with the singing 
of 'i Man Riser', ami ihai is already suggested 111 ihe 
Whale sersion. 

\ Vnlr Oil Ik ilolll 

'Niggers all wink while die while folks play wen 1 s up 
me one nR die great proursi lines m die lusum of enter - 
1 jiiMlicfllE . and I wanl to argue dial U is wc-.ikeinxl when 
die of lending work is volte ned ho 'datkies in the % hale 
version, a change commonly alEtihuicd hp+ Ruhocm, 
though u is alw5 sung by tlie c In Mils over (he opening c red 
iisf or eliminated I ' Wr all wsprk .. ). l drta l erlwt was 
demonstrably aware ixf 1 be word's ollensiveness m the 
] L !^Jb: she now fiery uses 11 iri her own voice, as lurrator. 
coiisbEemh preferring negro" (then Auf|>ljhlel. arid puts 
it aliPii^t eJtdusiselv in the mouths h 4 characters w3hp arc 
diw resllted Und who in any case Kb mg npf (he nmt-Eec-n th 
cetllurvK One mav supfMwc dial Hk'hard Rsnlgers was 
E bf rcftire al^h aw .ire ol lilts, and gave the w-ovd up ]o quite 
sleliberalely. All it needs is ehp Ik emphasised , with irons 

and anger: 'Niggers (that s what they call us ), idiom 

it, much of the force l 4 the line is Jhise. 

■ | fu Wv'ind p.m will iLpLkiw ill A Llrf lsslh‘1 

I This jEIilIc is d L'll is J I ed . Ill hoirhyr JioihI t lh Rnifpetl K 

3 igfn lie n currenEh working on a detailed tL-\|nhise. rnnu 

e3se- [enpuiw op a hrown cnli^. whiafi will appear in j Juiure 
iwue. I 

I wivh in thank Ehc llniario Ails i.uuruil 
lor their generous suppnrt. 


Ihe HM remake call K quickly dispensed with li 
can K read as a dlHprnughly niisgLiideil ancnipi It* remedy 
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Kil l i Aiij’ivk’ 

i\ the director ■ ■ I iwu iigEcmji ioiully juIjHDcJ films. 
Twilight ( iff and MyitfHfi of Juh and is a ItlrlTlbcf of 
die Bntihh-bttd Ihjtk Audio Him l o lies live, Me k 
jI^p j writer and hav lectured in numtwus insiimiu>ns 
iruJudinji ^ 'arWitk L'nivmiiy, tJmvrfdiy and 

K .aliforma lusiumr h pE Fine Arm. I It’ iv iiKk'lltly work- 
ing on .l dramatic le.uurr w:rip4. 

kavs Ikinniii^ 

is ,i lumiiEiHnik arid umcr. She currently (eJtbc-s hi]- 
[Lir.il vtudb 41 Vbm 4: Llnivmily, 

Hon Hu men 

is ! hfeiLor ofc ihe Craduate 3'rt^rjmmr in Com ns uni 
ji il i i ls ,n Mi C ill University m Mcmircjl. i II- is the f J i 
(lit til f wpfintiiHru- in fitm Theory { | iiduiuk and author 
of mm iff nus public .it iouc. 

David hljissara 

j\ 411 IKllilltt. Mllll hurt .lllll A fHTisnll Lll si ■ IllL* colour, 
kjhridli I h -/i-kijh 

is purvumg jiraduaic si tidies m SHKinliPg) in l\dus ation 
M 0.1 S I .. She has work’d in 111 Ml and % ideo diet ritm 
impei and is interested m wufk be black women. 

I vtui J mJ itn 

l no in 1 h P inion where lie works 4s j lilm director. I le 
Lus mmcli completed ,i sbori Him t tv Atlrmldnf hu 
t bamu-l I letevisKUi. biv |W’ iwo part duiLUilicMiary 
lilies Hfjii' U "hiif or CWnifr tor HtW 2 IV was 
shown in die I "M2 New Y«fk Him Frtiival. 1 1 is luture 
YiTiiHfi Soul Rftwh 1 1 l J 1 ! 1 ) gamed cSsl- Internal HUM I 
I. nriis week pH re in Cannes. Looting tor Ttngifvn 
U'Hi'X bis priie-wimiing sbori lilm cm 1 afigcion 
I lugbrs wav ret ends bmatkasi in j 20 min ole Vefviois 
epii PBS, on the Aloe I torn Oft Centre. Am program*. 
I Ei- also I is in res ,md urtm nn issues ol Mask ml iur.il 
politic*,, Him. .ill and w"ujahiy. 


R U TORS 


Xiaoping I i 

is ,i ib kIumI ijhJilJjic in Sociology al York 1 nivehiiy 
Sbf is mi mil I v wuctinE on coin cfH|fi irary Chinese art. 
luhurc .iihI jnpIeIus in l Km.i and dll - dij-vpaira. 

Kobfii.i Mercer 

Assist a HI Pmlewfir in An I lisiofy and History ol 
( iiiiniolhn^i programs jt CnivcTsin of l alilornia 
Sania ( n\t, was formerly Hcwarch Projects Ollkef at 
du Lioi oh |' : j)m Institute. l*mdi>n- lit studied L me Art 
,M S| Martins School td Aft I B. A- . l^Hl li ami SolioIo^s 
ai l ! no rrviEy ot Icmdon. tiHildsimihs Collf^e |l p h.l>.. 
IWIH and ba.s puhlobrd w idely in nihural vtuJies L edu 
nij: i Jt FitmfHritisf* 1 inrmrf lor [he I nsEiil Lilr of 

f aimeioporan Am. louden in l L >HH and eo-cdilifyp, a 
s|Ktial ivuic of SiTerri willl tilrii- niaki-r Isaai hihfn. Ht 
ptw np in Chana .Hid I nland ami currently liws in 
| os Ali^rlfs. 

Darrel Moore 

u-ji hes poll tn a I the on and ( ultural Stud lev ai 
Sss a rt hntorf (. Ic^c . 

lldmrah Hi ml 

leachec at i he Ottiario 1 .olhye ol Art ami is turmnly ai 
work on a project dui JiklrcKces quectiollc ^1 ^ppmpru 

lion and power c n m 1 1 l! f J fi w i ha l i it li ft *V A n . 

Apprapritilwn, fi*r t i*ttt mt*ti fu iilitw of fhffrrrtur 

Hiihen Staio 

is l h rotissair nl ^ iiiema Sludacs at Sew Vofk I iiivi-rsiis, 
a ml the aulhof ol keffextt it\ in itfm dr ff 1 1 frfJin rr 
MLailumlua). BrdlifttW t'wtm*i (with HarliLtLI JohnwnO. 
Stihi'rniiT /Yrtfilfro • hdm Hopkuof and, ssiih Sandy 

lit term, ml ewjs and Ihpb Bur^mnc. jWfl 1 Vtnd^Liriti 

itt / {frn SrpvieJrt'ji I Hh pluIl'lIj^l 1 1 . I be arlisle piphlislsiil in 
( irifAilion Inrni p.m of a t*ook m andioiL-d with 
I lia \ hti h a l e n 1 1 1 Letl l 'nt hi r ki ng I n fui rn i n- m . 
\fttfrn ithuftii Suutin in thf Muiui .■l_ty, luri hci*niirt|' 
I mm Hows ledj^e- 

Kofnn \\ olpeI 

i% completing hiv Lasi l^«ik of film irmusni. 
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